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Throughout these comber.taries, notes have been numbered to f a c i l i t a t e 
c h a r t s and matrix diagrams. The following system was used:-
C D E b E F F**6 A k A E b E 
O I 2 3 A . 5 6 7 8 9 I O I I 
Also 1 i n these diagrams, the l e t t e r s C and R stand for column and row. 
G e n e r a l l y , i n the works i n t h i s f o l i o , I have been concerned with 
problems of harmonic progression and unity. The l a r g e r part of each 
commentary i s therefore taken up with d e s c r i b i n g the methods I have 
used to solve such problems. 
L i t t l e mention has been made of rhythmic s t r u c t u r i n g , unless a s p e c i f i c 
system has been used: otherwise the rhythmic flow a c t s to a r t i c u l a t e 
other musical i d e a s . 
Piece for a Week-end. 
E a s t e r 1978. 
F l u t e , c l a r i n e t , v i o l a and ' c e l l o . 
Written for the S.P.K.M. week-end i n Durham. 
Performed there and i n a P u r c e l l Rooms concert l a t e r that year. 
The main motivation behind t h i s piece, l a y i n bringing together two 
co n t r a s t i n g types of m a t e r i a l ; i n f a c t one type i s modulated u n t i l i t 
becomes the other. The two types used were:-
i ) . Melodic l i n e with chordal accompaniment, ( J =90) 
i i ) . Polyphonic s e c t i o n s , ( J =110). 
The chordal accompaniment, i n the f i r s t type, begins i n s t r i c t rhythmi 
unison..Gradually,during the course of the pie c e , the chords begin to 
move 'out of l i n e 1 v e r t i c a l l y ; t h a t is,no longer i n rhythmic unison. 
T h i s process continues u n t i l the chordal s e c t i o n s , (type i ) , have 
taken on more and more of a polyphonic nature, i n the s t y l e of type i i 
There are four s e c t i o n s of type i , and i n each of these a d i f f e r e n t 
instrument takes the melodic l i n e , culminating i n the l a s t of these 
s e c t i o n s where a solo ' c e l l o plays unaccompanied. 
The polyphonic s e c t i o n s p r o g r e s s i v e l y i n c r e a s e - t h e i r number of 
p a r t i c i p a n t s from two to four p l a y e r s . 
The ordering of the s e c t i o n s i s given below:-
C l a r i n e t melody 4 = 90 
V i o l a melody i = 90 
C l a r i n e t and v i o l a polyphony i = 110 
F l u t e melody i = 90 
F l u t e , c l a r i n e t and v i o l a polyphony J = 110 
' c e l l o melody (unaccompanied) d= 90 
F l u t e , c l a r i n e t , v i o l a and ' c e l l o polyphon; 
4 = n o 
ree time, 4 = c. 90 
bar 1-22 Type i ) 
E L bar 22-^5 Type i ) 
E L bar z+6-58 Type i i ) 
m . bar 58-73 Type i ) 
E L bar 74-90 Type i i ) 
GEL bar 90-102 Type i ) 
E L bar 103-124 Type i i ) 
GD bar 125-127 Cod:., i n 
The b a s i c s e t or row used i n t h i s piece i s given below:-
A 1 
-k t " * • r • J r » 
c 
I t can be seen that the two hexachords f i l l complementary s i x note 
c l u s t e r s ; a l s o that they both, e s p e c i a l l y the f i r s t , move i n a wedge 
shape. 
By i n v e r t i n g the b a s i c row about i t s prime note, E, the following 
matrix of row against i n v e r s i o n i s formed. 
Matrix I 
C I C2 ^ y C^ y C 6 C7 C8 C9 C I O C I I C I E 
E I k > ~z y' CL 6 I I I 0 1 0 9 c 
S2 3 h 2 I 0 1 0 I I 9 0 6 7 
2 3 r 6 *f 3 7 2 0 J. I I 1 0 p. 9 
1^ 6 7 5 if 8 3 I 2 0 I I o 1 0 
R5 2 3 I 0 I I 9 1 0 8 7 c; 6 
E 6 7 s b c y Q 2 3 I 0 1 0 I I 
—;l-J -^ ( 9 1 0 P 7 I I 6 Zi c y 3 2 0 I 
R3 8 o 7 1 0 5 -y ~* 2 I I I 0 
R9 1 0 I I Q J 0 0 n ( C. 6 "T i 2 1 0 
R I O I I 0 1 0 rj I 8 6 7 > h 2 y I I 
R I I I 2 0 I I 3 1 0 8 o 
y 
7 O r, y I 










During the course of my PhD s t u d i e s with David Lumsdaine, we looked 
at the a s s o c i a t i o n s between rows derived from one another by a process 
of p i t c h c l a s s m u l t i p l i c a t i o n . I n t h i s piece I used three f u r t h e r 
matrices, each based on a row derived from the i n i t i a l row, E I , by sue 
a method. The new rows were derived as f o l l o w s : -
E2. M u l t i p l y each p i t c h c l a s s number i n RI by seven, then add s i x ; 
i e . transpose r e s u l t up an augmented fourth. 
R3. As R2 but without any t r a n s p o s i t i o n . 
TIL. M u l t i p l y each p i t c h c l a s s number i n RI by f i v e * then add four; 
i e . transpose r e s u l t up a major t h i r d . 
The r e s u l t i n g rows show many s i m i l a r i t i e s i n p i t c h c l a s s sequence, and 
so help to produce l i k e areas of thematic m a t e r i a l and harmony. 
To f u r t h e r enhance these s i m i l a r i t i e s , the f i r s t notes of R2 and R4 
were changed to E s , so that each ensuing matrix had the same a x i s of 
symmetry. 
The four rows are given below, followed by the matrices based on R2, 
RJ and R 4 : -
RI k 3 2 6 1 I I 0 . I 0 - 9. 7 8 
R2 4 5 3 1 0 C I I I 6 9 7 2 
L I I 0 2 6 7 5 0 1 0 3 I 0 0 
4 n 7 2 1 0 9 I I H 6 I 3 8 
Matrix 2 
CI C 2 C3 CL C5 C 6 ' C 7 C8 C9 CIO C I I C I 2 
RI L 3 1 0 0 I I I 6 • 0 7 2 
R 2 3 h 2 9 I I 0 1 0 8 r O I 
R3 5 6 4 I I I 2 0 7 5 1 0 C u •2; 
R 4 1 0 I I 9 1 LL 6 7 5 0 1 0 3 I 8 
R5 8 0 7 2 L c 3 1 0 8 I I I 6 
R6 7 8 r c I 3 2 9 7 1 0 10 
R 7 9 1 0 8 r. 6 k I I 9 2 0 7 
R8 2 3 I 8 1 0 I I 9 h 2 r zz 0 
R9 / . 3 1 0 0 I I I 6 Q r-j ( 2 
RIO I I 0 1 0 5 7 8 r O I I I ). T 2 0 > I I 
R I I I 2 0 7 9 1 0 8 3 I 6 L I I I 
R I 2 r " O 7 5 0 2 3 I 8 6 I I 9 4 6 
4 0 7 2 
Matrix 3 
CI C2 C3 CZf C5 C6 C7 C8 C9 CIO C I I CI 2 
PJ L I I Q 2 6 7 Z> 0 10 3 I 8 • 
R2 9 4 2 I -J ( I I 0 10 3 P r I 
R3 I I 6 4 9 I 2 0 n t c. 10 w 3 
r 
D I I I /, n O 9 7 2 0 •7 10 
R3 2 9 7 0 4 5 3 10 8 I I I r O 
R6 I 8 6 I I 3 4 2 9 7 0 10 c 
R7 3 10 8 I 6 4 I I 9 2 0 7 
R8 8 3 I r O 10 I I 9 4 2 '/ 0 
R9 10 3 8 0 I I I 6 4 o ri i 2 
RIO 0 10 3 n 1 8 6 I I I i. 2 Q 
R I I 7 2 0 O -/ 10 8 3 I (C I I 







C I C2 C3 C4 C5 C6 C7 C8 C9 C I O C I I CI2 
R I 4 7 2 10 9 I I 4 6 I ~T 8 
R2 3 4 6 • I 9 8 10 •z c. 0 2 7 
I 2 4 I I 7 6 8 I •z 10 0 c 
54 r c n r o l i-j. 0 I I I r D 8 3 q 10 
•PR 
— 1 • 
10 I I I 8 p, i 3 V. y 10 0 o / 2 
I I 0 2 o 5 /, 6 I I i g 10 •z 
R7 9 10 0 i-i ( 3 2 9 I I 6 p 'o I 
R8 4 5 7 2 10 9 I I 4 r O 1 •z c 
R9 2 3 c, -/ 0 8 7 o 2 4 I I I 6 
R I O 7 8 10 5 I 0 2 7 9 4 r o I I 
R I I 6 8 I I 10 0 5 7 2 Zi o 
RI2 0 I 3 10 o 5 7 0 2 o I I 4 
The various s e c t i o n s are taken from the matrices i n the following 
manner:-
|A] . The c l a r i n e t melody, bars 1-22, comes from matrix I , PJ, f i r s t s i x 
notes, C6, f i r s t s i x notes, R7> l a s t s i x notes, CI2, l a s t s i x notes 
RI2, l a s t s i x notes i n r e v e r s e order, C7» l a s t s i x notes i n r e v e r s e 
order, R6, f i r s t s i x notes i n r e v e r s e order, C I , f i r s t s i x notes 
i n r e v e r s e order. 
Thus the following pattern i s traced through the matrix:-










\ < ^ 
The octave p o s i t i o n s of these notes for.";', a wedge based on the wedge 
inherent i n the row. So the l i n e s t a r t s c l o s e around an E nucleus, 
and gradually higher and lower notes are addsd. The same octave 
p o s i t i o n s are a l s o observed i n the accompanying chords. 
The three note accompanying chords are a l s o taken from matrix I . 
T h i s time by going along a row three notes, then using the l a s t 
note as a p i v o t , going down the column three notes, then again 
p i v o t i n g , along three notes, e t c . The following p a t t e r n i s t r a c e d : -
b 
I n the c l a r i n e t melody, and most e s p e c i a l l y i n the chords, i t w i l l 
be obvious that the note E, being the a x i s of symmetry, occurs very": 
much more often than any other note. 
|5) .The v i o l a t r a c e s the same melodic path as the c l a r i n e t ' s i n JAJ , only, 
t h i s time i n matrix 2. S i m i l a r l y the accompanying chords are taken '.'., 
from matrix 2, following the same pattern as that above. A wider 
octave placement i s experienced i n t h i s s e c t i o n , however the c e n t r a l 
E remains i n the same p o s i t i o n . Also the chords s t a r t to appear out 
of rhythmic unison, so s e t t i n g up the l a t e r d i s s o l u t i o n i n t o q u a s i -
polyphony. 
(C) .The f i r s t contrapuntal s e c t i o n i s for c l a r i n e t and v i o l a . 
The c l a r i n e t l i n e i s taken from matrix I ; i n a s i m i l a r way to the 
chords i n the opening s e c t i o n s , a path through the matrix i s traced 
by t r a v e l l i n g along a row four notes, p i v o t i n g , then dropping down 




The v i o l a l i n e i s a r r i v e d at i n e x a c t l y the same way using matrix 2. 
(pj .A f l u t e E heralds the beginning of s e c t i o n 0 3 , which i s the t h i r d 
melodic s e c t i o n . The f l u t e l i n e i s taken, as the c l a r i n e t ' s i n 0 
s e c t i o n and the v i o l a ' s i n |SJ s e c t i o n , by a s i x along, p i v o t , s i x 
down motion through matrix-3. 
The accompanying chords come, as before, by a three along, p i v o t , 
and three down motion through matrix 3* 
JEJ.The second contrapuntal s e c t i o n uses three instruments, f l u t e , 
c l a r i n e t and v i o l a . The f l u t e l i n e comes from matrix 3 a four 
along, p i v o t , and four down method. The c l a r i n e t l i n e comes from 
matrix I i n a f i v e along, p i v o t , and f i v e down method. The v i o l a 
l i n e comes from matrix 2 i n a f i v e along, p i v o t , and f i v e down 
method. 
T h i s patterning of f i v e s gives the following path:-
3 
\ 
V . I \>1 
Q 3 .This i s a solo ' c e l l o l i n e . I t follows the ideas i n s e c t i o n s ( I J > I H 
and Id] , but has no accompanying chords. This i s so that the next 
s e c t i o n , which i s the t h i r d contrapuntal s e c t i o n , a l s o has the 
appearance of a melody with accompaniment s e c t i o n , t h i s time with 
the chords so 'spread' as to become counterpoint. 
The ' c e l l o l i n e comes from taking a s i x along, p i v o t , and s i x down 
path through matrix as the c l a r i n e t , v i o l a and f l u t e had done 
pr e v i o u s l y around matrices I , 2 and 3; however, i t s melody i s 
i n t e r r u p t e d by the c l a r i n e t at jo] and i s not completed t i l l j u s t 
before (H] . 
(CQ .The f i n a l contrapuntal s e c t i o n uses a l l four instruments. The patterns 
followed by these are given below:-
F l u t e ; through matrix 3» s i x down C I , s i x along Ro, l a s t s i x notes 
of C7» l a s t s i x notes of RI2, l a s t s i x notes ,of CI2 i n r e v e r s e order, 
l a s t s i x notes of R7 i n r e v e r s e order, f i r s t s i x notes of C6 i n 
r e v e r s e order, and f i r s t s i x notes of RI i n r e v e r s e order. I n f a c t , 
t h i s i s the same path as used by the f l u t e i n s e c t i o n but 
following i t the opposite way round. 
C l a r i n e t , v i o l a , and ' c e l l o ; these follow s i m i l a r paths i n matrices 
I , 2 and if r e s p e c t i v e l y . The ' c e l l o i s l e f t solo to f i n i s h the l i n e 
and play the l a s t E. 
o 
{ill .The purpose of the coda i s to e l i m i n a t e the note E, which has played 
such an important r o l e so f a r , by p l a y i n g E b and together. The 
l i n e s taken to do t h i s are a l l from the o r i g i n a l matrix I . 
The c l a r i n e t r i s e s up CI i n r e v e r s e order, stopping short of- the 
f i n a l E; the ' c e l l o does the same along R I . 
However i f the remaining two instruments followed s i m i l a r l i n e s 
along RI2 and CI2, they would contain almost the same notes as those 
instruments on CI and R I ; i n f a c t they t r a c e patterns of the note 
order :-
1 3 5 7 9 I I 2 4 6 8 1 0 , along RI2 for the v i o l a l i n e , and down CI2 
for the ' c e l l o l i n e . 
The f i n a l chord i s then r e s t a t e d i n i t s i n v e r s i o n . 
Throughout the pi e c e , the a c t u a l p o s i t i o n i n g of E i s impo r t a n t . . I t 
s t a r t s by remaining i n i t s c e n t r a l p o s i t i o n , but s t a r t s to move outwards 
in t o octave, two octave and three octave s i m u l t a n i t i e s l a t e r i n the 
work, as the following chart shows:- .' \ 
I n Q , only c e n t r a l p o s i t i o n used. -
In |3) , i t i s allowed to r i s e one octave i n the f l u t e part a t bar 3 3 / % • 
I n 0 , the Es begin an octave apart; at bar 47 the lower E f i r s t appears, 
and at bar 52 the high E i n the c l a r i n e t f i r s t appears; they 
r e s o l v e to the c e n t r a l p o s i t i o n for the beginning of Q5J . 
I n (pj , only the c e n t r a l p o s i t i o n i s used, as i n (A] , but i t w i l l be 
noticed that the accompanying chords i n the second h a l f of t h i s 
s e c t i o n are so arranged as to have the ' c e l l o c onstantly playing 
t h i s E, to emphasise i t . 
I n (EJ, the Es move outwards to a three octave span at bar 8 0 , r e t u r n i n g 
to the missing c e n t r a l E i n unison at bar 8 1; they again move 
outwards to the same span at bar 90 . 
I n (Fj , the ' c e l l o uses two Es, c e n t r a l and octave lower. 
I n [G] , the culmination of E's movement i s reached. A l l instruments 
s t a r t on c e n t r a l E; at bar 113 £• unison S i s sounded an octave 
above c e n t r a l . From here on, the music 'fans' out to a four 
octave span at bar 1 1 8 . T h i s q u i c k l y c l o s e s i n again to a unison 
c e n t r a l E at bars 1 2 2 / 3 . 
T ^  
I n ( K ] , the absence of E a f t e r the strong statement of i t i n [0] should 
be very apparent. The ending on F^/ E* has a marked co n t r a s t 
to the r e s t of the p i e c e ' s i n s i s t e n c e on E. 
I I 
A Dialogue from Faustus. 
Summer 1978. 
Flute,oboe,clarinet,bassoon,horn,trumpet,piano,percussion(glockenspiel, 
three t o m - t o m s ) c e l l o and soprano. 
Written for the Yorkshire A r t s Young Composers' Competition. 
Performed as part of the Huddersfield F e s t i v a l of Contemporary Music, 
where i t won f i r s t p r i z e . 
The i d e a of s e t t i n g something from Goethe's Faustus had i n t e r e s t e d 
me for some time. I had re-read the work i n the s p r i n g of 1978, and 
was much taken with the p a r t i c u l a r dialogue between Faust and h i s 
mistress,Margaret. The dialogue, as s e t out on the t i t l e page of the 
score, does not, at f i r s t reading, appear to be c r u c i a l to the main 
theme of the novel; however i t i s t h i s very question of d i v i n e f a i t h , 
both the l a c k of i t i n Faust and the pious p o s s e s s i o n of i t i n Margaret, 
which f i n a l l y decides F a u s t ' s f a t e at the end of P a r t I I of the book. 
Margaret's f a i t h i s therefore of great importance i n bringing about 
the climax of the s t o r y v a n d F a u s t ' s eventual redemption. 
The dialogue chosen best demonstrates Margaret's naive p i e t y and F a u s t ' s 
i n t e l l e c t u a l cynicism. The whole i s therefore t r e a t e d m u s i c a l l y with 
much dramatic gesture. 
M u s i c a l l y I was s t i l l pre-occupied with the i d e a s formulated i n 
'Piece for a Week-end', concerning c o n t r a s t between b a s i c a l l y chordal, 
homophonic i d e a s , and contrapuntal, polyphonic i d e a s . 
The dialogue i s s p l i t i n t o two, and appears as Verses I and I I . These 
have contrasting movements of homophony and polyphony i n t e r s p e r s e d 
around them. The following chart shows the arrangement of these 
movements, the instrumentation involved, and whether the movements are 
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13 
Strophes ( I , I I and I I I ) 
These occur at[A) }[F] & [I\Q i n the score. They 
act as an i n t r o d u c t i o n or overture ( to gain a t t e n t i o n ) and as an 
exodus at the work's end. I n order to balance the p i e c e , a f u r t h e r 
strophe ( no. I I ) i s put c e n t r a l l y . G e n e r a l l y the trophes are i n 
rhythmic unison with much repeating of notes and dynamic percussion, 
a f t e r the manner of a f a n f a r e . 
I t w i l l be seen l a t e r , when d i s c u s s i n g the harmonic aspects of the p i e c e , 
that each strophe contains the same twelve chords i n the same order. 
Octave placements are adhered to r i g i d l y , but s m a l l s c a l e rhythmic and 
dynamic s t r u c t u r e s are considerably a l t e r e d . Strophe I I I , with which the 
v/ork ends, i s l e s s powerful dynamically than the previous tv/o, coming, 
as i t does, a f t e r the climax of the whole v/ork. 
Episodes, 
There are two short movements c a l l e d episodes i n the p i e c e , 
and they occur e i t h e r s i d e of the c e n t r a l strophe at G O and (G] i n 
the s c o r e . They help to balance the whole work by accentuating i t s 
o v e r a l l a r c h s t r u c t u r i n g . T h i s s t r u c t u r i n g i s f u r t h e r enhanced by the 
two episodes a c t i n g as mirror complementaries of each other ( although 
not i n a s t r i c t sense ) . For i n s t a n c e , the l a s t bar of the f i r s t episode 
( bar 133 ) can be seen to be'mirrored'as the f i r s t bar of the second 
episode ( bar 138/9 ) . 
The episodes are p r i m a r i l y contrapuntal i n nature, and contain c e r t a i n 
melodic ideas used elsewhere i n the p i e c e . For example, the f l u t e and 
horn duet i n the second episode, a l s o occurs i n Verse I I ; a l s o the 
opening of the f i r s t episode uses the same theme as that which opens 
the whole work. T h i s theme, i n f a c t , occurs throughout the work and 
reaches i t s climax on the trumpet during Verse I I (bar 285) 
Verses ( I and I I ) 
The two verses are both much longer than any of the 
other,shorter movements; and they contain the main musical developments 
of the work. S e v e r a l motives, micro rhythmic s t r u c t u r e s and harmonies 
are c o l l e c t e d from the r e s t of the p i e c e , and expanded to f r u i t i o n i n 
these v e r s e s . Indeed, the climax of the whole work which occurs at the 
end of Verse I I , i s i t s e l f a mixture of the climaxes i n Strophes I and I I 
14 
and that of the second episode. 
Verse I i s on a smaller s c a l e than Verse I I . 
I n order to depict the i d e a of a dialogue i n these v e r s e s , Faust's 
words are always s e t i n the v o c a l range of middle C to the C above; 
and Margaret's words, i n the octave above t h i s . F urther, the g l o c k e n s p i e l 
only occurs i n the piece when Margaret i s s i n g i n g . 
Matrix workings. 
As with 'Piece for a Week-end', 'Faustus' i s based on two i n t e r d e r i v e d 
harmonic matrices for s e v e r a l of the movements; other movements,however, 
are t r e a t e d more f r e e l y . The i n i t i a l row and the derived matrices are 
given below. 
O r i g i n a l row. i — 
•> " 
Matrix I . 
T h i s matrix i s 
only used for 
Verse I . 
CI C2 C3 C4 C5 C6 C7 C8 C9 CIO C I I CI2 
RI I I 0 2 4 3 7 8 I 10 9 6 
R2 10 I I 4 I 3 2 6 7 0 9 8 5 
R3 5 6 I I 8 10 9 I 2 7 4 3 0 
R4 8 9 2 I I i 0 4 5 10 7 6 3 
R5 6 7 0 9 i i 10 2 3 8 4 I 
R6 7 8 I 10 0 I I 3 4 9 6 2 
R7 3 4 9 6 8 7 I I 0 5 2 I 10 
R8 2 3 8 5 7 6 10 I I 4 I 0 9 
R9 9 10 3 0 2 I 6 I I 8 7 4 
RIO 0 I 6 3 5 4 8 9 2 I I 10 7 
R I I I 2 7 4 6 5 9 10 3 0 I I 8 
RI2 4 5 10 7 9 8 0 I 6 3 2 I I 
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Matrix 2. CI C2 C3 C4 C5 C6 C7 C8 C9 CIO CI I CI2 
RI 5 0 I ? 2 4 9 I 8 7 10 3 6 
R2 10 5 4 7 9 2 6 I 0 3 8 I I 
R3' 6 5 8 
> 
10 3 7 2 I 4 9 0 
R4 8 3 2 5 7 0 I I 10 I 6 9 
R5 6 I 0 3 5 10 > 2 9 8 I I 4 7 R6 I 8 < 7 10 0 5 9 4 3, I I 2 
R7 9 3 6 J ^ 8 I 5 0 I I 2 7 10 
R8 2 9 8 I I I 6 10 5 4 7 0 3 
R9 3 10 9 0 2 7 tf I I 6 5 8 I > 4 3 
RIO 0 7 6 9 I I 4 8 3 2 5 10 I 0 
R I I 7 2 I 4 6 I I 3 10, 0 5 8 7>r 
RI2 I I 10 I 3 8 0 7 6 9 2 5 4 
7 10 3^ 6 5 
— « • 
This matrix i s formed by taking the o r i g i n a l rowi above, and multiplying 
the p i t c h class numbers by 7. The r e s u l t i n g row gives t h i s matrix. I t i s 
used for the strophes. 
Although a large amount of patterning or 'path-finding' i s carried out 
wi t h i n these matrices, often the various rows and columns are used simply 
as collections of notes or chords, and t h e i r p a r t i c u l a r ordering i s not 
observed. This i s reminiscent of Hauer's tropes rather than any s e r i a l 
procedures; however, there i s a r i g i d system of p i t c h placements w i t h i n 
octave spans, and also voice leading, especially i n the longer sections. 
Strophes. 
As stated above, a l l three strophes contain the same twelve 
chords i n the same order. Strophe I I I , i n f a c t , has a th i r t e e n t h chord 
( number nine i n the sequence ) which occurs a f t e r the usual progression. 
These five-note chords are derived from matrix 2 by going along row one 
fi v e notes, then pivoting on the f i f t h note, going down column fiv e f i v e 
notes, and so on, u n t i l the bottom r i g h t hand corner of the matrix i s 
reached; from these one returns on the other side of the diagonal ( see 
diagram of matrix 2 ) . 
The instrumental a l l o c a t i o n i n these chords was chosen with a view to 
timbral d i v e r s i t y and in d i v i d u a l t e s s i t u r a w i t h i n the chosen dynamic _ 
range;( so, for example, quiet chords v/ould not have very high wood-wind 
e t c . ) • 
There i s a general movement of p i t c h l e v e l , with the f l u t e s t a r t i n g on 
high F, and moving to the F^and the G** above; also the bass l i n e s t a r t s 
on a low B and gradually moves upwards to the B below middle C. 
Certain repeated note figures and held chords over a moving percussion 
p a r t | are taken up and expanded i n Verse I I , 
The conjunction of rhythmic unison chords and extremes of dynamic range 
with t h e i r accompanying envelopes, shows the influence of Varese (and 
through him, of B i r t w i s t l e ) , 
Episodes. 
Basically, i n these two movements, the twelve notes of the 
t o t a l chromatic are arranged i n t o four chords, each having every note 
i n a d i f f e r e n t octave from the others. A four-octave range was taken 
from low horn to high f l u t e , and the chords arranged within t h i s span. 
Two important points arise:- the note-leading and tessitu r a considerations 
and, as w i l l be seen, the importance of notes which are shared between 
the various instruments. 
Below, I have constructed the four chords used i n each episode.*.: From 
these chords each instrument was a l i o ted four - br''-f iv.e?;'np}t.^.^l8i .'.which 
to construct i t s l i n e ; i n e v i t a b l y certain notes arePsKared:||j^i^t I did 
was to deliberately include one middle-range note : i f i ieachlciige^^hich 
could be shared by a l l the instruments. So, as the'counterpoint-grogressee 
(from a narrow to a wide range i n Episode I , and vica-versa i n Episode I I ) 
only four harmonies are heard, each having an instrumental unison note. 
I n f a c t , i t i s possible to hear,quite easily, t h i s progression of four 
notes: i n the f i r s t episode they are :- C** , E, D, E^ , and i n the second 
they are:- D, E, F, E b . 
Two points of unity arise:- both episodes end accentuating E^ , and the 
one note missing from the l a s t chord of the f i r s t episode, i s the D on 
which the second commences. 
The sets of chords are as follows:-
F i r s t episode. 
rG , 
u 
1 Jt * 
h ± • i 
#• • 
V >*; 1— -*A 0 
— « -©-<r f 
jfc j • ! — —Stm 
(D 
missing) 
Second episode. i f • - 1 r - * r ^ 1 1——** i ~s*—1 
r y * 1 
- e 
— s - — 
' ' H . » ST '  «»«*—* ' » — —*>— The notes ringed are those treated as unison between the four instruments. 
I n each episode, each note appears only once i n each of the four octaves: 
I . 2 . 3. k. 
*—<««. 
rp 1 r — i 
^ 1 • 
T 
-r"\ ——• 
The i n d i v i d u a l instrumental tessituras i n each chord, are picked carefully 
Apart from a general voice leading e f f e c t , which can be easily seen i n 
the chord charts above, certain instrumental lines are made to 'stand out 1 
for example, the horn l i n e towards the end of the f i r s t episode, and 
near the beginning of the second. 
Small sections and ideas from these episodes are taken up i n the verses; 
i n p a r t i c u l a r , see the opening oboe l i n e , bar 105; the solo flute,bar 12^; 
the repeated notes,bar I 7 3 » and the f l u t e and horn duet i n the second 
half of the second episode ( t h i s occurs at J = 72 ) • 
A reference to the tempo of the strophes occurs at bars I 8 2 - I 8 5 » ( J = 8 4 ) , 
otherwise the episodes are taken at J = 90. 
The Verses. 
Verse I . 
I envisaged, r i g h t from the f i r s t conception of t h i s piece, 
that certain introductory lines i n the t e x t , should be spoken. The f i r s t , 
'Promise me, Henry.' seemed most appropriate for t h i s . This l e f t nine 
lines of the text remaining i n the f i r s t half,(Verse I ) , to set; so I 
derived a series of nine harmonies from the matrix(Matrix I ) , and used 
each of these, i n t u r n , for the s e t t i n g of each l i n e and i t s instrumental 
accompaniment. 
I did t h i s by div i d i n g the twelve x twelve matrix i n t o nine small squares, 
each of four x four; each of the small squares contained sixteen notes. 
From these notes I eliminated any duplicates, which gave me a series of 
chords containing from eight to eleven notes each. 
The next step was to arrange the notes i n each of these chords i n t o 
a stable set of p i t c h positions. As previously, various factors were 
important i n t h i s arranging, eg. voice leading, t e s s i t u r a , motivic 
association, harmonic association, etc. 
The nine chords f i n a l l y arrived a t , are given below:-





nos. 22-27 \28-37 138-if2 142-53 154-64 165-72 I 73-82 1 84-95 I 96 - IO4I 
I n working out the factors l i s t e d above, i t became necessary to add 
certain notes to some of the chords. This a l t e r i n g of, or adding to 
pre-arranged musical material occurs i n several of my works. I think 
that the pre-arranging i s tremendously important i n the i n i t i a l stages 
of planning a work, and l a t e r i n producing musical material ( the concret 
and bricks ) to bu i l d the music from; however i n working out the f i n e r 
details there comes a point when i n t u i t i o n over-rides certain fixed 
c l i n i c a l factors, and the composer i s allowed to a l t e r or add as he 
wishes.(Much has been wri t t e n on t h i s subject- see for example Charles 
Rosen's book 1Schoenberg 1.) 
Various observations may be made concerning the above series of chords. 
F i r s t l y , notes often keep to a specific r e g i s t r a t i o n , note the low D and 
high E, also the low F*. This aids harmonic continuity and, i n the case 
of p i t c h extremities, voice leading. 
Secondly, the positioning of certain notes indicates the greater import-
ance which i s attached to them; for examp]e> the low D can be considered 
as a bass note to the whole verse. The note i s the only note to 
maintain i t s position throughout; as with the i n 'Piece for a Week-end 
the B** i s the axis of symmetry i n the matrix and i s used as a p i v o t a l 
point; since i t would normally only occur i n chords I , 5 and 9 i i n the 
chart, i t was necessary to add i t to some of the other chords,(nos.3&4)• 
Many motivic and rhythmic c e l l s , peculiar to each instrumental (and the 
vocal) l i n e recur throughout this,and the next, verse. Often, for example 
i f the vocal l i n e contains two similar sounding words, the method of 
a r t i c u l a t i o n w i l l be si m i l a r . 
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fc*= V » V "\\\\ / etc. Lb ! 
Bar3l. Pel - i 
Bar2l8. Poss- e 
Bar 230. Con f- e 
i - l - i - i - i - i . 
e - e-e-e-e-e 
e - e-e-e-e-f 
g i - o-ne 
s s i - o-ne 
s s i - o -
See also the settings of 'tender 1, bar 63»and 'surrender', bar 72. 
Instrumentally, s i m i l a r i t i e s may be found i n the following devices:-
Arpeggiated chords on the piano, 
A mobile with accented bass notes on the piano, 
A 'mechanical' rhythm set up between the c l a r i n e t and the ' c e l l o , 
Semi-tone glissandi on the c l a r i n e t , 
Repeated-note accelerandi on the cl a r i n e t against fast piano arpe-
ggios, etc. 
Note also the opening motive of bar I occurring on the piano at bars 52-3. 
Verse I I . 
The second verse i s much longer than the f i r s t , and incorporates 
the sub climax and ultimate climax of the whole work. Also,(unlike Versel) 
i t uses the f u l l instrumental forces. Because of these and certain other 
reasons, i t was necessary to divide Verse I I i n t o two halves. The f i r s t 
s i x l i n e s , beginning 'would that I had some influence. comprise the 
f i r s t h a l f , and the remaining s i x , 'my darling'(spoken) onwards comprise 
the second hal f . The two halves are joined by a device I have used i n 
other works w r i t t e n since t h i s piece, whereby a whole harmonic area i s 
pivoted about a p a r t i c u l a r note,(in t h i s case B*1), to continue i n i t s 
own inversion (see description l a t e r ) . 
The harmonic structure of the second verse i s based on a series of 
twelve-note chords. Melodic l i n e s , and so on, are taken f r e e l y from 
w i t h i n each chord, so no direct matrix manipulation i s involved. As before 
various factors were important i n deciding the p i t c h positions of the 
notes i n each chord. The twelve chords, ( s i x for Verse I and six for 
Verse I I ) , are shown below. 
*f * n—, 
*• 
— — i 
-4*—\» —P #*— 
.it. 
»» ** 
HH I s t h a l f b I 
J 
# *• 
t . 4 
• • 
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As i n the chords used i n Verse I , there are immediate implications 
of t r a d i t i o n a l harmony i n t h i s series. 
Lov; D i s again used as a bass to much of the music, although at both 
climaxes i t drops to low F**. 
Top G i s the highest note i n both halves; i n the second i t i s approached 
chromatically. 
Certain notes are emphasised - ( f o r example, Bt? ) . 
There i s a great deal of reference t o , and development of previous 
material i n t h i s verse. I have l i s t e d the more important of these below 
as they occur. 
Chord I . Bar 187-197 . A similar solo glockenspiel opening to Verse I . 
Arpeggiated piano chords, also mobiles with accented bass notes. 
The oboe motive at bar 196 i s the same as the f l u t e l i n e which 
opens the work. 
Chord 2 . Bar 198-208. The 'mechanical' movement between the c l a r i n e t 
and ' c e l l o . Powerful dynamic envelopes as i n the strophes. 
Chord 3 . Bar 209-215 . The vocal l i n e i n bars 209-212 i s the same as 
bars 24-27 i n the f i r s t verse. The f l u t e at bar 211 i s taken 
from bar 124 i n the episode. The wood-wind complex at bar 214 
i s s i m i l a r to that at the end of the episode, bar 137. 
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Chord 4 . 
Chord 5. 
Chord 6. 
Bar 216-224. 'Mechanical' c l a r i n e t and 'ce l l o . Arpeggiated 
piano chords, mobile with accented bass i n piano part imitated 
by the glockenspiel and c l a r i n e t . 
Bar 2.25-2-37• Word painting on the word 'mass'. There i s a 
repeat of the fa m i l i a r passage used before at bars 2 2 9 - 2 3 3 . 
At bar 235 there i s a repeat of the wood-wind complex as 
mentioned above. 
Bar 2 3 8 - 2 4 7 . 'Mechanical' movement between the c l a r i n e t , piano 
and ' c e l l o . At bars 241-242 there i s dynamic enveloping as i n . 
the strophes. The wood-wind at bars 243-244 comes from the 
second episode. At bars 234-235* the trumpet plays the work's 
opening motive. 
Between bars 246-252 thereis the i n v e r t i n g of the harmony 




Chord 7 . Bar 253-261. Reoccurrence of the horn and f l u t e duet from the 
second episode. Piano arpeggiated chords. Wood-wind complex 
as i n the episodes.. 
Chord 8 . Bar 262-266. Increasing number of dynamic envelopes. 
Chord 9 . Bar 267-276. Previously heard piano chords.Increasingly 
complex rhythm building up. 
Chord 1 0 . Bar 2 7 7 - 2 8 0 . 
Chord I I . Bar 2 8 1 - 2 8 5 . The low F# heralds the next section. 
Chord 1 2 . Bar 285-300. The f i n a l , and most developed statement of the 
work's opening motive, on the trumpet. At bar 287 there i s an 
ant i c i p a t i o n of the f i n a l strophe. There are instances of a l l 
elements of mechanical movement, dynamic enveloping and so on, 
r i g h t up to the climax; these derive i n i t i a l l y from the episodes 
then from the strophes. The percussion at bar 297 i s the 
work's loudest point. 
At bar 299 there are, again, repeated chords, as though 
another climax were expected; however, at bar 301 the harmony 
turns i t s e l f 'inside-out' , to become the f i r s t chord of 
Strophe I I I . This i s achieved i n the following way:-
I n what i s a f a i r l y large structure, I have aimed at an organic 
continuity by the r e p e t i t i o n and expansion of various motivic, 
rhythmic and harmonic cells i n t h i s piece. I was largely influenced, 
when w r i t i n g , by Boulez's book 'On music today'. I was fascinated by 
his own c e l l u l a r construction, and designed to create a work myself 
using s i m i l a r p r i n c i p l e s , but of a more obviously audible nature. As a 
r e s u l t , the piece bears no resemblance to Boulez's own music, but i t 
does manage to create the idea of an organic whole. 
Germination and growth of ideas were more important to me than contrasts 
of sections, i n t h i s piece, even though my works i n general were 
becoming multi-sectional. 
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Descent into the Maelstrom. 
Christmas - Spring 1979. 
Single wood-wind, four brass, timpani, percussion and twelve s t r i n g s . 
The piece was w r i t t e n for and played by the New Music Ensemble of 
Durham i n June I98O. In A p r i l I 9 8 I a further performance was given 
at St. John's, Smith Square by Dominic Muldowney conducting the London 
Sinfonietta. 
I n 'Piece for a Week-end' and 'A Dialogue from Faustus', I had worked 
formally to create a whole by contrasting d i f f e r e n t types of music; 
then, by modulating those types, to arrive at an integrated end 
product. After 'Faustus' I thought for some time about other ways of 
achieving t h i s organic whole. The harmonic system I had been using, 
that of matrix construction, had proved successful; but I was becoming 
less s t r i c t i n using i t s ordering of notes, and more and more content 
with arranging them freely i n t o series of harmonies. Formally, the 
juxtaposing and f i n a l integration of various types of material had 
also worked w e l l , but I was beginning to search for new methods of 
formal design, s t i l l w ithin a s t r i c t harmonic system. 
During t h i s period I was reading the 'Tales of Mystery and Imagination 1 
by Edgar Allen Poe, and was greatly impressed by the ta l e of 'The 
Descent i n t o the Maelstrom'. This story t e l l s of a fi s h i n g boat being 
sucked into a gigantic whirlpool, gradually sinking i n t o i t (whilst 
spinning round), and f i n a l l y being saved at the l a s t moment by the 
whirlpool subsiding i n t o a calm sea. As with many of Poe's tales t h i s 
was w r i t t e n i n a stark, macabre vein; but i t most impressed me i n the 
vastness and t e r r o r of i t s imagery. 
I had been wanting to write a large scale piece for small orchestra 
since f i n i s h i n g 'Faustus', and here seemed the perfect model. 
As a stuctural design, I picked twenty-three key phrases from the text 
and divided these, i n t h e i r order of events, i n t o four sections. They 
divided very neatly, with the f i n a l section mirroring the events of 
the f i r s t , and the two central sections dealing with the more violent 
episodes. Further, the second and t h i r d sections, and the t h i r d and 
the fourth were separated i n the story by 'magical' moments, and t h i s 
immediately suggested the exact r e p e t i t i o n of a passage of 'magical' 
music i n these places. (These places include the only use of the 
glockenspiel i n the score). 
As one reads down the l i s t of key phrases (given below), obvious 
linkages between sections suggest themselves. My aim, as i n previous 
works, was to l i n k these sections mo t i v i c a l l y and rhythmically, but 
above a l l , harmonically. Before discussing the harmonic system used, 
I shall lay out the key phrases used, and show t h e i r application to 
the large scale s t r u c t u r a l design. 
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L i s t , i n order, of key phrases. 
I s t 
Movt. 
1. '..and beheld a vast expanse of ocean,' 
2. '..gradual increasing sound, l i k e the moaning of a vast herd 
of buffaloes,' 
3. '..the whole horizon covered with a singular copper-
coloured cloud,' 
4. '..and we were dead becalmed.' 
2nd 
Movt. 
5. 'Such a hurricane as then blew..' 
6. ' . . t h i s current acquired a monstrous velocit y . ' 
7. '..burst suddenly i n t o frenzied convulsions..' 
8. '..the seas, which at f i r s t had been kept down by the wind,, 
now got up int o absolute mountains.' 
9. 'And then down we came with a sweep, a s l i d e , and a plunge,' 
10. 'The general surface grew somewhat more smooth,' 
11. '..cessation of the wind,' 
12. '..but nearly overhead there burst out, a l l at once, a 
c i r c u l a r r i f t of clear sky...and through i t there blazed 





13. ' . . i n a c i r c l e of more than half a mile i n diameter.' 
14. 'The boat...shot o f f i n i t s new di r e c t i o n l i k e a thunderbolt.' 
I5«'..the roaring noise of the water was completely drowned 
i n a kind of s h r i l l shriek,' 
16. '..speeding d i z z i l y round and round with a swaying and 
sweltering motion, and sending f o r t h to the winds an appalling 
voice, half shriek, half roar,' 
17. 'As I f e l t the sickening sweep of the descent,' 
18. 'The boat appeared to be hanging, as i f by magic, midway down,' 
19. '•.that whales came too near the stream,... impossible to 
describe t h e i r howlings and bellowings,' 
20. '..but the y e l l that went up to the Heavens from out of that 
mist,• 
21. '..and the bottom of the gulf seemed slowly to uprise.'' 
22. '..the winds had gone down,' 
23. '..when I found myself on the surface of the ocean,' 
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Harmonic structure. 
I n the f i r s t place I decided that since the piece 
was concerned with the sea and storms,. I should use actual quotations 
from well known sea-music;and from these, to derive a harmonic 
continuity for the whole work. 
I f i n a l l y chose eight extracts, f i v e from Debussy's La Mer, and three 
from Britten's Sea Interludes, which seemed to sum up the feelings of 
certain key phrases. The quotations used can be seen i n the score i n 
the following places:-
Bar 41-48 iU 
Bar 66-68 EU 
Bar 127-128 (D2j 
Bar 135-140 HI 
Bar 152-155 ^ 1 
Bar 185-187 E3 
Bar 283-287 [D5| 
Bar 3 0 8 - 3 H 0 
Having arrived at these quotations, I extracted from them t h e i r 
harmonically essential notes. I n doing t h i s I discarded any notes 
repeated, or doubled at the unison;and i n cases of octave doublings 
occurring,.! took that which suited my own harmonic scheme best. I 
then arranged these notes i n t o chords, and expanded these chords i n t o 
twelve-note harmonies by adding extra notes to make up the t o t a l 
chromatic, and pitching them i n such a way that would enable me to 
make motivic and harmonic linkages between the various chords. 
As well as the eight chords derived i n t h i s manner, I constructed 
the inversions to each, in v e r t i n g about a p a r t i c u l a r note chosen, 
once again, to f a c i l i t a t e motivic and harmonic continuity. 
These chords (shown below) were then allocated, one, two, or three at 
a time, to the various key phrases l i s t e d above. 
Below i s the chart of these harmonies followed by a l i s t showing 
t h e i r use i n the d i f f e r e n t key phrases. 
I n these charts, D and B refer to Debussy and B r i t t e n respectively; 
'A'refers to inversion. 
Many of the harmonies have one particular note occupying an important 
po s i t i o n ; i n the chart these are arrowed. 
Occasionally octave positions of notes i n the o r i g i n a l quotations are 
altered i n the harmony for passages using the p a r t i c u l a r chords; these 
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notes, i n t h e i r o r i g i n a l octave positions, are shown bracketed i n the 
chart. 
Generally there i s a careful approach to and departure from quotations, 
i n order to ali g n the notes i n t h e i r correct p i t c h positions so as to 
ensure good voice leading. Also, rhythmic configurations i n the 
quotations are well prepared and departed from. I wanted the l i s t e n e r 
to be unaware of the transitions inbetween quotations; i n t h i s respect 
the work i s an experiment i n transposing and modulating known material 
to produce a new heterogeneous organic whole. 
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Harmonies used i n the key phrases. 
i D I 
I . BI 
2. DI 
3 . iDI 
4 . BI 
5 . BI |D2| »|B2j 
6 . iD3 
7 . D3 iD4 D4 
8. H3 iDZ+ 
9 . iD4 
10. iD4 DZ+ iD3 
I I . iD3 
12. iD5 (magical) 
1 3 . D5 1D5J B3 
Ik. m 1B3 
1 5 . E>5 iD4 
16. iD4 
17. iD4 
18. iD5 (magical) 
1 9 . DI i B I 
2 0 . DI 
2 1 . DI BI 
2 2 . BI 
2 3 . BI 
BI i D I 
Those figures i n boxes designate .actual quotations. 
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S e c t i o n a l a n a l y s i s t (by way of key p h r a s e s ) . 
I . 
The work begins with very quiet r o l l s on the timpani, undulating i n 
slow g l i s s a n d i , and on the gong. T h i s c r e a t e s a slow moving atmospheric 
background. The most important note i n t h i s s e c t i o n i s A^, and i t soon 
appears on the wood-wind. High E and F occur on the s t r i n g s and 
a n t i c i p a t e the f i r s t B r i t t e n quotation; t h i s i s f u r t h e r s t r e s s e d i n 
the chord G* A E and F, which follows. At bar 3k» the f i r s t twelve note 
chord dynamic envelope occurs. There i s a quotation, (Bl| , a t bar Z+I. 
Throughout t h i s s e c t i o n , the wavering horn notes (played on n a t u r a l 
harmonics), and l a t e r o c c urring i n the c l a r i n e t , are i m i t a t i v e of 
whale-song; they are i n d i c a t i v e of a calm s e a . 
2 . 
A harsh dynamic envelope occurs at bar 5 7 . Soon a high B i s s e t up 
for the ensuing Debussy quotation J D T ) a t bar 6 6 . 
There are various dynamic envelopes and thematic fragments a f t e r t h i s . 
3 . 
From bar 8 3 onwards there i s a r e p r e s e n t a t i o n of a moving cloud. At 
bar 9 2 there i s a v i o l e n t outburst using the p r e v i o u s l y heard dynamic 
envelopes, and a brass complex which r e t u r n s l a t e r . Gradually the 
music becomes more calm and changes to the BI harmony. 
k. 
From bar 1 1 0 to the end of the movement, the f e e l i n g i s of being 
'becalmed'. Ideas from the works opening reappear. 
r~ 
J* 
An a c c e l e r a t i n g movement prepares the way for the next quotation. The 
harmony changes from that of the f i r s t movement to D2 a t bar 1 2 9 . The 
Debussy quotation, JD2) , follows t h i s . I n turn, t h i s harmony changes 
i n a v i o l e n t d i s i n t e g r a t i o n of the Debussy to that of the next 
quotation, B r i t t e n ' s lB2j , at bar 1 3 5 . 
3 2 
6 . 
The B r i t t e n leads i n t o a s t r i n g mobile complex on iD3 with answering 
brass and percussion outbursts. The harmony gr a d u a l l y changes to D3 
for the next Debussy quotation at bar 152, jD3) . 
7 . 
A motion of ' f r e n z i e d convulsions' i s s e t up from bar 156 onwards, 
between the s t r i n g s and the wood-wind, using the harmonies D3, iDZf, 
and f i n a l l y D/*. S t r i n g f i g u r a t i o n s g r a d u a l l y s e t t l e i n t o the Debussy 
arpeggios of the next quotation. The note G i s made much of i n t h i s 
s e c t i o n ; a l s o there i s some h i n t i n g of the Debussy i n the b r a s s . 
8 . 
By bar I85» the 'mountainous se a s ' of the Debussy quotation, \Bk\ , have 
been reached. T h i s , however, i s immediately terminated by the note G. 
The percussion and brass b u i l d up the excitement along with e v e r - r i s i n g 
wood-wind and s t r i n g s u n t i l a top G i s reached, (with a harmony of i D 4 ) . 
There i s a ' t o t t e r i n g on the brink' a t bar 200 before the next s e c t i o n . 
T h i s b u i l d up i s achieved harmonically by expanding the chord of iB4, 
one note at a time i n outward octave movements. 
9 . 
'Down we came'. T h i s uses the opposite e f f e c t to the bu i l d up; that i s 
the expanded IDk i s contracted to i t s o r i g i n a l shape. The music 
grad u a l l y becomes calmer. 
10. 
From bar 210 onwards the foregoing v i o l e n c e takes some time to abate, 
and the brass outbursts go through the harmonies iD4, D4 and iD3 before 
complete calm i s reached. 
I I . 
From bar 235 to 243 we have the ' c e s s a t i o n of the wind'. 
12. 
T h i s i s the f i r s t 'magical' s e c t i o n . The harmony iD5 i s played by 
s t r i n g s on high harmonics with a melodic l i n e on the g l o c k e n s p i e l . 
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1 3 . 
The s c o r i n g of t h i s s e c t i o n , providing the s e a t i n g plan i s adhered to, 
should produce a c i r c l i n g e f f e c t which i m i t a t e s the c i r c l i n g i n the 
s t o r y at t h i s p o int. The harmony begins on D 5 i n preparation for the 
f i n a l Debussy quotation. By shortening each p l a y e r ' s phrases, I hoped 
to produce the e f f e c t of the c i r c l i n g becoming f a s t e r . The quotation, 
{P3l , occurs at bars 2 8 2 to 2 8 5 . A complex brass outburst, reminiscent 
of e a r l i e r passages, leads i n t o a s t r i n g s e c t i o n where the harmony B 3 
takes over, together with the f a s t quaver movement i n unison. 
Ik. 
Bar 3 0 8 i s the f i n a l B r i t t e n quotation, j | 3 | . At bar 3 1 5 the high notes 
of i B 3 simulate s h r i e k i n g . 
1 5 . 
The c i r c l i n g motion continues at bar J>2ki with s u c c e s s i o n s of s h r i e k s 
and r o a r s from the wood-wind and b r a s s . The s t r i n g s move i n the harmony 
of D5 while the high wood-wind remain i n iB3« 
F i n a l l y the chord of iVk i s expanded as was done p r e v i o u s l y . 
I6. : 
The ±T>k harmony spi n s around before pausing 'on the brink' at bars 
5k8 and 3k9. 
1 7 . 
As p r e v i o u s l y i n bars 2 0 0 to 2 0 9» there i s a ' s i c k e n i n g descent'. T h i s 
time, though, the 'magic' s t r i n g chord of iD5 g r a d u a l l y emerges to 
accompany the p r e v i o u s l y heard g l o c k e n s p i e l l i n e . 
1 8 . 
Second 'magical' s e c t i o n . 
1 9 . 
The l a s t movement ret u r n s to the harmonies of the f i r s t movement- DI, 
i B I , BI and i D I . Although t h i s s e c t i o n begins q u i t e v i o l e n t l y with 
whales bellowing on the brass and dynamic envelopes o c c u r r i n g i n the 
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s t r i n g s , there i s a f e e l i n g of gradual r e t u r n i n g to f i r s t movement i d e a s . 
2 0 and 2 1 . 
A f i n a l y e l l from the brass and per c u s s i o n occurs followed by a s t r i n g 
glissando which s i g n i f i e s the 'bottom a r i s i n g 1 . 
2 2 and 2 3 . 
By bar 2 9 3 we have reached the calm seas and no wind of the f i r s t 
movement. Basking whales once more sound on the horns and a passing 
r e f e r e n c e to the f i r s t Debussy quotation i s heard at bars 4 0 8 to ^ 1 1 . 
As,the music approaches i t s quiet conclusion, there i s a half-speed 
v e r s i o n of the previous brass complex ( b a r s 4 1 7 - 4 - 2 0 ) . 
A melody a r i s e s on the f i r s t v i o l i n and f l u t e which i s based on the 
harmony of the f i r s t B r i t t e n quotation. T h i s melody ends with the 
a c t u a l ending of the B r i t t e n melody held over from the f i r s t movement, 
where i t was not heard. Thus the whole work has come f u l l c i r c l e . 
I t f i n i s h e s with a f l e e t i n g r e f e r e n c e to the f i r s t Debussy quotation. 
T h i s work appears to be at the same time simp l e r than previous works, 
i n i t s motivic and rhythmic c o n f i g u r a t i o n s , w h i l s t a t the same time 
c r e a t i n g a f e e l i n g of grandeur and v a s t n e s s . I hoped, i n t h i s , to 
capture the i d e a s , apparent i n Poe's t a l e , of huge expanses of ocean 
and the g i g a n t i c forces of nature. I t was g e n e r a l l y agreed, a f t e r the 
f i r s t performance, that a great deal of te n s i o n was b u i l t up i n the 
f i r s t movement, and that t h i s was r e l e a s e d very s a t i s f a c t o r i l y at the 
beginning of the second movement. 
The harmonic system used throughout i s t r e a t e d more f r e e l y than I had 
pr e v i o u s l y done; and I b e l i e v e t h i s 'openess' helped to create the 
open f e e l i n g of the music. 
The overt i n f l u e n c e s on my e a r l i e r p i e c e s , namely David Lumsdaine and 
Harrison B i r t w i s t l e , had become l e s s obvious a u r a l l y . The idea of 
c r e a t i n g passages of music from one twelve note chord may have been 
suggested by the f i r s t movement of B e r i o ' s S i n f o n i a . 
I n the Presence of the Goat. 
Spring 1979. 
Wind q u i n t e t , s t r i n g quartet and harp. 
Written for an S.P.N.M. week-end i n York. 
Performed there and l a t e r i n a P u r c e l l Room's concert. 
For the S.P.N.M. week-end i n York i n I 9 7 9 i composers were i n v i t e d to 
wr i t e p i e c e s for the same ensemble as that used by B i r t w i s t l e i n h i s 
Tragoedia. The e n t r i e s chosen were to be played i n a concert i n c l u d i n g 
the B i r t w i s t l e work. 
Since I knew t h i s piece quite w e l l , and had ta l k e d to B i r t w i s t l e on a 
few occasions, I decided to w r i t e a piece using one or two a u r a l ideas 
from h i s work. T h i s i s not to say that I used a c t u a l quotations, as I 
had in'Maelstrom', but that c e r t a i n harmonic ideas and rhythmic 
patter n s were used i n my piece which reminded the l i s t e n e r of Tragoedia. 
The t i t l e of my piece a c t u a l l y comes from B i r t w i s t l e ' s ; Tragoedia 
l i t e r a l l y means 'goat-dance'. T h i s i d e a gave me various t e x t u r e s or 
colours to use i n my work, however i t i n no way shaped the p i e c e , 
which, a t t h i s stage, could have taken any form. 
To a r r i v e a t a s t r u c t u r a l design, I worked on the problem of making an 
analogy between the astronomic phenomenon of 'black-holes' and musical 
shape. The analogy was not, i n any way ' r e a l ' ; t h a t i s to s a y , I did 
not t r y to depict a black-hole i l l u s t r a t i v e l y i n music, but r a t h e r I 
took the e f f e c t (or at l e a s t what i s known about i t ) of a black-hole, 
and invented a musical shape which did s i m i l a r t h i n g s . 
The work, as Faustus had been, was m u l t i - s e c t i o n a l , with the Black-
hole s e c t i o n coming c e n t r a l l y , and being l a r g e r and more important 
than the others. Various elements from these other s e c t i o n s are drawn 
together and gradually made to a c c e l e r a t e towards a 'hole', ( i n f a c t 
the note E ) . When, f i n a l l y , the music reaches t h i s hole, and goes 
through i t , i t emerges a t the other s i d e , i n a d i s i n t e g r a t e d manner. 
The symmetrical s t r u c t u r a l shaping of my piece was influ e n c e d by 
Tragoedia, which i n turn showed the i n f l u e n c e of St a v i n s k y ' s Canticum 
Sacrum. Below I have s e t out the various s e c t i o n s of these three works 
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1. The Goat a r r i v e s . ( i n t r o d u c t i o n ) 
For s t r i n g s and harp, t h i s s e c t i o n 
has slow moving harmonies. C e r t a i n motivic and rhythmic c e l l s have 
t h e i r f i r s t appearances here, before being taken up and used i n the 
Black-hole and the l a s t s e c t i o n . 
2 . I n t e r l u d e . 
T h i s i s a s h o r t , mainly contrapuntal s e c t i o n , where 
elements of a rhythmic unison dance are f i r s t heard. 
3. The Goat dances. 
Here we have a j o l l y dance i n rhythmic unison. The 
parody of B i r t w i s t l e i s most obvious here. I t i n c l u d e s the f i r s t of 
the 'harmonic d i s i n t e g r a t i o n ' s e c t i o n s , 
k» I n t e r l u d e . 
As 2 above. 
5. The Black-hole. 
From the s t a r t , a c e n t r a l E i s emphasised as the 
forthcoming hole. Dance elements appear sl o w l y and q u i e t l y as a chorale. 
Small u n i t s from the I n t e r l u d e s appear and are juxtaposed with the 
above chorale. A menacing E i s ever present. The music gradually 
a c c e l e r a t e s and incorporates three mixed arpeggio f i g u r e s , each a 
l i t t l e more e x c i t e d than the previous, and each ending on E. The hole 
i t s e l f occurs as unison E s , and i s followed by the ensuing d i s i n t e g r a t i o n . 
6. I n t e r l u d e . 
As 2 and l+ above. 
7. The dance continues. 
This i s s i m i l a r to the t h i r d s e c t i o n , and i n c l u d e s 
the l a s t of the d i s i n t e g r a t i o n passages. 
8. The Goat departs. 
S i m i l a r to the f i r s t s e c t i o n . 
A f t e r the r e l a t i v e harmonic freedom of Faustus, and then Maelstrom, I 
decided i n t h i s p i e c e , to follow j u s t one harmonic matrix very s t r i c t l y . 
Every motivic l i n e and harmony i n the piece i s taken from t h i s matrix, 
and together with a t i g h t system of octave p o s i t i o n i n g of p i t c h e s and 
voice l e a d i n g , t h i s ensured a d e f i n i t e harmonic c o n t i n u i t y . 
The i n i t i a l row and i t s matrix are given below, followed by a s e c t i o n a l 
a n a l y s i s of how the matrix i s used i n each s e c t i o n . 
^ U • - O V **• 
t 
CI C 2 C3 C 4 C 5 C 6 C 7 C 8 C 9 CIO CI I CI 2 
HI 2 8 I I I 7 3 4 10 5 9 6 0 
R 2 8 2 7 5 I 9 10 4 I I 3 0 6 0 
R3 3 9 2 0 8 5 I I 6 10 7 I 3 9 
R 4 5 I I 4 2 10 6 7 I 8 0 9 3 5 I I 4 
R 5 9 3 8 6 2 10 I I 0 4 I 7 9 3 8" 
R 6 I 7 0 10 6 2 3 9 4 8 5 I I I 7 0 
E 7 0 6 I I o 5 I 2 8 3 7 4 10 0 6 I I 
R8 6 0 5 3 I I 7 8 2 9 I 10 4 6 0 5 
R 9 I I 5 10 8 0 I 7 2 6 3 9 I I 10 
RIO n ( I 6 0 8 3 9 10 c I I 5 7 I 6 
R I I 10 9 7 3 I I 0 6 I 5 2 8 10 4 9 
R I 2 4 10 I 9 5 6 0 7 I I 8 2 4 10 3 
8 I I I 7 3 4 10 c; 9 6 0 2 8 I 
7 3 I 9 10 4 I I 3 0 6 8 2 7 
0 8' 4 5 I I 6 10 7 I 3 9 2 
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Sectional a n a l y s i s . 
I . The Goat a r r i v e s . 
I n t h i s i n t r o d u c t o r y s e c t i o n , each s t r i n g instrument 
traces a- complete square around the m a t r i x , each s t a r t i n g successively 




Thus each s t r i n g instrument has l+k notes t o pl a y ; (since each l i n e 
shares a corner n o t e ) . I d i v i d e d these notes i n t o four groups i n which 
each note was set at.a p a r t i c u l a r octave p o s i t i o n . Each instrument 
plays i t s own l i n e adhering s t r i c t l y t o these p o s i t i o n s ; i f a p a r t i c u l a r 
note i s too high or too low f o r a s p e c i f i c instrument, i t i s l e f t out; 
(eg. the bottom C f o r v i o l i n s ) . Below i s a chart of these octave 
p o s i t i o n s . 
r-8v*-i 
1 7 " 
**0 
There i s a gradual tendency towards a r i s i n g bass l i n e ; the highest 
note appears i n the f i r s t group. Although the s t r i n g s f o l l o w t h e i r 
a l l o t e d l i n e s s t r i c t l y , the harp accompanies them w i t h a f r e e l y chosen 
order o f notes taken from w i t h i n each of the groups above. The harp 
begins w i t h E^ * and F^ , which a n t i c i p a t e s the E of the Black-hole l a t e r ; 
( t h e harp, i n c i d e n t l y , f i n i s h e s the whole work on E^and F^ , which, 
as i n 'Piece f o r a Week-end', draws a t t e n t i o n to the middle note E ^ ) . 
Several small elements i n t h i s s e c t i o n are repeated l a t e r i n the l a s t 
s.ection. 
2. I n t e r l u d e . 
The three sections c a l l e d I n t e r l u d e s i n t h i s piece consist 
of three solo instruments. I n the f i r s t of these, the f l u t e , c l a r i n e t 
and v i o l i n I take the solo r o l e s , and 'c e l l o , horn and bassoon play 
the accompaniment. The order of the notes i n the solo l i n e s are derived 
as f o l l o w s : -
F l u t e , three along, three down etc. t o bottom r i g h t hand corner. 
C l a r i n e t , four along, four down etc. ,r " 
V i o l i n , f i v e along, f i v e down etc. " " 
For diagrammatic representations of these, see commentary to 'Piece 
f o r a Week-end'. 
Because of the simultaneous working out of these l i n e s by the three 
instruments, many notes are doubled, forming what sounds l i k e a 
quasi-canonic movement. P i t c h p o s i t i o n i n g s are picked w i t h regard t o 
i n d i v i d u a l t e s s i t u r a , i n s t r u m e n t a l doublings and voice leading. 
The accompanying chords i n t h i s I n t e r l u d e are taken from the matrix 
as f o l l o w s : - f i r s t three notes of CI, next three of CI, f i r s t three 
notes of C2, next three notes of C2 e t c . up to notes 4 » 5 and 6 of C 6 ; 
thus the top l e f t hand corner hexachord block has been sta t e d completely. 
The pi t c h e s of the notes i n these chords are given below. The small 
rhythmic u n i t s used a n t i c i p a t e the f o l l o w i n g Goat dance. 




Chord 7 i s repeated as chord 9; chord 8 as chord 10, and chord 14 as 
15f the l a s t two w i t h octave displacements. 
3. The Goat dances. 
This section contains a rhythmic unison dance played, 
i n four note chords, by d i f f e r e n t selections of instruments from those 
a v a i l a b l e . There are twelve chords used and these are played and 
repeated i n a free manner. The chords are taken as a serie s of the 
f i r s t four notes of CI, then C2, e t c . to C I 2 . The p i t c h p o s i t i o n i n g 
of notes i s worked out, so t h a t each note appears only once i n each 
octave of a four octave range. I n t h i s way one p a r t i c u l a r i n t e r v a l 
group i s used, being s y s t e m a t i c a l l y transposed, then f u r t h e r modified 
by r e - r e g i s t r a t i o n . The chords are given below. 
• ) — "fei 
—• — • • 
rfl^—] 
t l — Y
9 • —o 9 I f * -
V • #• * •f-
*• • 
L 8. 
The p o s i t i o n s were picked f o r voice l e a d i n g purposes and the combination 
of timbres r e s u l t i n g from combining the d i f f e r e n t i n s t r u m e n t a l 
t e s s i t u r a s ; here, dynamics played a key p a r t . This section also includes 
an a n t i c i p a t i o n of the d i s i n t e g r a t i o n coming l a t e r i n the Black-hole. 
Section |1]shows t h i s twelve note harmony i n free metre, where i n d i v i d u a l 
strands stand out and are characterised dynamically t o create a complex. 
The chord used f o r t h i s s e c t i o n , given below, reappears i n the Black-
hole as the arpeggiated f i g u r e s leading up to the hole. 
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4 . I n t e r l u d e . 
This f o l l o w s the same idea as 2 above. This time the solo 
instruments are the cor a n g l a i s , v i o l i n I and v i o l a , w i t h f l u t e , 
c l a r i n e t and v i o l i n I I supplying the accompaniment. The solo 
instruments take the same notes f o r t h e i r separate l i n e s as the f l u t e , 
c l a r i n e t and v i o l i n i n 2 : the accompanying chords are also the" same. 
However the p i t c h p o s i t i o n s have been a l t e r e d so as to produce a less 
bottom heavy harmony. 
The pitches of the notes i n the accomjairying chords are given below. 
1 n !>• 1—*—1 m • • • • m> 
) l J • tf • 




I. 2. 3. If. 5. 6. 7. 8. 
Chords ^ and 5 are rearranged as 8 and 9. 
5. The Black-hole. 
This starts w i t h a c e n t r a l E being played by a l l the 
instruments, t h i s being a f o r e t a s t e of the hole i t s e l f . A chorale 
s t a r t s as a slow i m i t a t i o n of the previous dance s e c t i o n w i t h s t r i n g s 
and wind p l a y i n g i n unison. The chords used i n t h i s chorale are obtained 
from the matrix by t a k i n g the l a s t four notes of each column. I t w i l l 
be remembered t h a t the chords f o r the Goat dance used the f i r s t four 
notes of these columns, the second dance (yet to come) uses the second 
four notes, and so t h i s chorale completes the v e r t i c a l usage..The p i t c h 
range of these chords i s wide, covering the area from low 'cello and 
bassoon to high v i o l i n and f l u t e . They are given below. 
± vs. . 9± ± • • V>1. 
t r s — r t =— —• 
90 # • • —•— *• V | 4 — 
a 
.k? 
fcs— • t — — 0 — JWi— —•— • - V -
• 
99 
I 1 1 1 1 I 
^ ^ T T " i " T 
The o r d e r i n g of these chords was done f r e e l y , w i t h regard t o the top 
melodic l i n e , and voice l e a d i n g . Certain pitches are more conspicuous 
than o t h e r s - eg. top C* , B and B^ , and low C^ l and , also the 
c e n t r a l E. 
Interspersed w i t h i n t h i s chorale are small sections taken from the 
I n t e r l u d e s ; a harp p a r t i s f r e e l y added, using the harmonies of the 
sections used. The note E i s important i n these, and i s o f t e n a r t i c u -
l a t e d t o stand out. There i s a recurrence of the opening c e n t r a l E 
s e c t i o n , showing the ever-presence of the hole; then the music 
becomes f a s t e r ( J = 90 at bar 163). At bar 166 the f i r s t descending 
arpeggio f i g u r e occurs, based on the harmony shown above a t the end of 
s e c t i o n 3. The second arpeggio f i g u r e occurs at bar 17kt t h i s time 
sounding a tone higher. 
At bar l83» the music increases i n tempo to i= 108, - the tempo 
of the dance s e c t i o n s . The f i n a l arpeggio f i g u r e s t a r t s at i t s highest 
p o i n t , , and leads down to the hole i t s e l f . 
A f t e r a s e r i e s o f dynamic envelopes, on a l l instruments, the music 
traces out the arpeggiated chord to i t s extremes, then disperses i n a 
free metred complex, to f i n a l l y end on E^ and F thus e l i m i n a t i n g the 





6. I n t e r l u d e . 
This i s s i m i l a r to the two previous I n t e r l u d e s , w i t h horn 
bassoon and 'cello t a k i n g the solo l i n e s and cor a n g l a i s , v i o l i n I I 
and v i o l a t a k i n g the accompanying chords. This time, however, the 
melodic l i n e s are taken from notes obtained from the matrix by 
proceeding down three and along three ( t o bottom r i g h t hand c o r n e r ) , 
( h o r n ) , down four and along four (bassoon).and down f i v e and along f i v e 
('cello). These paths are the inversions to those chosen i n the other 
I n t e r l u d e s and rr.ake up one facet of having t r a v e l l e d ' through a black-
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hole*. The accompanying chords are also derived i n an i n v e r t e d fashion; 
t h i s time by t a k i n g the f i r s t three notes of R I , then the second 
three notes, then the f i r s t three of R2, e t c . u n t i l the second three 
of R6 i s reached. Because of the t e s s i t u r a of the three solo instruments 
( i e . predominantly low i n p i t c h ) care had t o be taken i n arranging 
the octave p o s i t i o n s of notes w i t h i n the accompaniment. Below i s a 
chart showing these. 
P4- » • 
) I t ha /, •% (• >}• • • \ ) 0 • • • • • • 
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i . 1. I * . S. "7. 8. CO. 11. 12. 13. 
Chords I I and 12 are repeated as' 13 and 14. 
7 . The dance continues. 
S i m i l a r t o s e c t i o n 3» The s e r i e s of four note. 
chords, played i n rhythmic unison are derived from the matrix by 
t a k i n g successively the four middle notes of CI, C2, etc. t o CI2 
(see 'The Goat dances'). 
The d i s i n t e g r a t i o n i n t h i s s e c t i o n takes i t s harmony from t h a t i n 
the Black-hole s e c t i o n a f t e r the music had passed through the hole, 
i e . chord (b) i n s e c t i o n 5 above. 
As before the chords i n t h i s dance use notes i n each of the octave 
p o s i t i o n s only once; the s e r i e s moves i n roughly an opposite or m i r r o r 
d i r e c t i o n t o the one i n . s e c t i o n 3. They are shown below:-
- ) — • [ ** 1 If * ± 5 = • 
!—• 1 • 
0 — - a r g — • V — • 9 • 
t 
— • — 
— i t , — inr- — • — — • — • V • 1*7 
2. 3. 7. 10. 11. 
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Timbral e f f e c t s are important i n t h i s s e c t i o n , the combinations of 
various i n s t r u m e n t a l t e s s i t u r a produce i n t e r e s t i n g sounds l i k e no.12 
above (see bar 249). 
8. The Goat departs. 
This i s complementary to the f i r s t s e c t i o n . I t 
provides a quasi-mirror to t h a t s e c t i o n , and completes the arch 
s t r u c t u r e of the whole. The paths traced through the matrix by the 
i n d i v i d u a l instruments w i t h i n the s e c t i o n are the l a r g e squares 
shown under s e c t i o n I , except t h a t the two v i o l i n s s t a r t one note on 
from t h e i r diagonal s t a r t i n g p o s i t i o n ; t h a t i s , v i o l i n I s t a r t s on 
the note A^ 7 instead of D, and v i o l i n I I on G, not D. These Ds are 
supplied lower, down by the v i o l a and'cello. 
The harp, once more, plays f r e e l y w i t h i n the harmonies set up by 
the other instruments. 
The s e c t i o n ends w i t h the E^ and F t h a t the Black-hole s e c t i o n ended on. 
' I n the presence of the Goat' marked a r e t u r n t o m u l t i - s e c t i o n a l 
pieces worked out i n a s t r i c t matrix order. C e r t a i n l y the work e x h i b i t s 
close harmonic i n t e g r a t i o n and by the c a r e f u l use of m o t i v i c and 
chordal elements, a f a i r l y close rhythmic u n i t y i s e s t a b l i s h e d , the 
whole f i t t i n g i n t o an arch shaped structure. 
H6 
Reed Music. ( I ) . 
Summer - Autumn, 1979. 
For e i g h t double-reeds; f i v e oboes, cor anglais and two bassoons (2nd 
doubling c o n t r a ) . 
W r i t t e n f o r the B r i t t e n - f e a r s School of Advanced Musical Studies, and 
performed there a t a week-end seminar i n October 1979. 
The i n s t r u m e n t a t i o n f o r t h i s piece was suggested by Harrison B i r t w i s t l e , 
who was senior t u t o r at the seminar. I t f o l l o w s the instumentation of 
Dominic Muldowney's group who play at the N a t i o n a l Theatre. One of 
the major problems i n w r i t i n g a piece f o r t h i s ensemble was the question 
of timbre. Certain musical s t y l e s which might sound acceptable played 
by more conventional ensembles, stand a chance of seeming muddy ( and 
even ugly ) w i t h t h i s combination. 
The f i r s t compositional ideas which occurred to me were concerned w i t h 
r e l a t i n g multi-phonic chords played on s i n g l e instruments w i t h ordinary 
chords played on a number of instruments. 
I n the same way t h a t I had derived several r e l a t e d harmonies i n my 
'Descent i n t o the Maelstrom', each being based on a ' t o n a l ' quotation , 
so i n t h i s work I constructed several inter-connected harmonies, each 
having t r i a d i c connotations. 
The work was to be i n one movement di v i d e d i n t o s e veral sections. These 
sections were contrasted by d i f f e r e n t ideas of m o t i v i c c o n s t r u c t i o n , 
counterpoint, tempo, and harmonic movement. A f u r t h e r p o i n t of constru-
c t i o n which I used here f o r the f i r s t time was the a c t u a l r e p e t i t i o n 
of c e r t a i n sections l a t e r i n the work. I wanted to create a u n i f i e d 
mosaic. 
Below I have described the rough c h a r a c t e r i s t i c s of each s e c t i o n , then 
drawn a chart showing how they i n t e r - c o n n e c t . A f t e r t h i s I have set 
out a more thorough d e s c r i p t i o n of each s e c t i o n , and shown i t s r e l e v a n t 
harmony, so t h a t the harmonic whole might be b e t t e r understood. 
(Aj. ^ = 60. Solo melody on the cor a n g l a i s . Accompaniment, o f t e n i n 
rhythmic unison, on four other insruments. The note E i s 
c e n t r a l . 
H|. ^ = 80. Short rhythmic dance i n block chords. 
(Cj. i = 100. Fast contrapuntal s e c t i o n . Extremes of r e g i s t e r , 
{p). 4 = 50. Slov; moving chordal metamorphosis (see harmony l a t e r ) . DL 50. 
k7 
4 = 60. Gradual d i s s i p a t i o n of harmony t o leave o r i g i n a l chord. 
m. 4 = 60. S i m i l a r t o (AJ but w i t h f i v e accompanying instruments. 
1. J = 90. Contrapuntal s e c t i o n w i t h the repeated occurrence of one 
p a r t i c u l a r chord. 
i . 4 =c90.. Harmonic mobile between s i x instruments. 
ED. J =cI00. As JH| but using f i r s t f o u r , then e i g h t instruments. 
E). 4 = 80. Di r e c t r e p e t i t i o n of HJ. 
m.. 4 = 100. D i r e c t r e p e t i t i o n of (C). 
13. 4 = 60. S i m i l a r to |A) and (F) but w i t h s i x accompanying instruments. 
I E 4 = 50. S i m i l a r t o © but using a d i f f e r e n t harmony. 
I E J = 60. Di r e c t r e p e t i t i o n of [IjJ. 
[oj. 4 =cI00-. Harmonic mobile between e i g h t instruments. 
0. ^ = 90. D i r e c t r e p e t i t i o n of |G) ending on a short e x t r a c t from (Ajp 
The inter-connections and r e p e t i t i o n s i n the various sections can e a s i l y 
be seen on the f o l l o w i n g diagram. 
H — I 0 







4*60 4= 6o 
Sequence of» and r e l a t i o n s h i p s between, se c t i o n s . 
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Se c t i o n a l a n a l y s i s . 
{Aji The sections [A] , and [L] were the f i r s t t o be composed. They are 
l a r g e r and of more importance than the other s e c t i o n s ; also they 
are a l l s e l f - c o n t a i n e d harmonically, since the harmony used i n them 
i s not used elsewhere i n the work. 
The idea of a solo instrument w i t h accompaniment i s reminiscent of 
the beginning idea i n 'Piece f o r a Week-end1. The f i r s t s e c t i o n of 
t h i s work and a large p a r t of the e a r l i e r piece are r e l a t e d i n other 
ways a l s o . The c e n t r a l note, E, i s common to both, so, too, i s the 
wedge shape of the row used, i n both cases a l l o w i n g a melodic l i n e 
to grow from t h a t c e n t r a l E. 
Eelow i s the row used i n these three s e c t i o n s , and the r e s u l t i n g 
matrix derived from i t , (named HI.) 
The matrix K I . 
CI. C2. C3. C4. C5. C6. C7. C8. • C9. CIO. C I I . CI2. 
R I . 4 c 3 2 6 7 I 0 .8 10 9 I I 
R2. 3 4 2 I 5 6 0 I I 7 9 8 10 
R3. > 6 4 3 7 8 2 I 9 I I 10 . 0 
R4. 6 7 5 4 8 9 3 2 10 0 I I I 
R5. 2- 3 I 0 I I 10 6 8 7 9 
R6. I 2 0 I I 3 4 10 9 c 7 6 8 
R7. 7 8 6 5 9 10 4 3 I I I 0 2 
R8. 8 o 7 6 10 I I 5 4 0 2 I 3 
R9. 0 I I I 10 2 3 9 8 6 5 7 0 
RIO. 10 I I 9 8 0 I 7 6 2 3 5 10 
R I I . I I 0 10 9 I 2 8 7 3 5 6 I I 
RI2. 9 10 8 7 I I 0 6 c I 3 2 
9 
4 9 
I I 4 
7 
P i b* k« 
The melodic l i n e s i n these s e c t i o n s , always on the cor a n g l a i s , come 
from t r a c i n g a p a t t e r n through the matrix three along, then three 
down e t c . , u n t i l the bottom r i g h t hand corner i s reached f o r the 
f i r s t s e c t i o n , [Aj ; four along and four down f o r [Fj , and f i v e along 
and f i v e down f o r (IJ . (For diagrammatic representations of these, 
h9 
see the commentary t o 'Piece f o r a Week-end'.). The melodic l i n e 
g radually becomes wider i n i t s span, encompassing i n t h i s s e c t i o n 
low A and upper F^ ( t h a t i s an octave plus a major s i x t h ) . This 
span increases i n the other two s i m i l a r s e c t i o n s . 
The accompanying chords are made up from successive four note groups 
taken from a path circumscribing the m a t r i x ; t h a t i s , the f i r s t four 
notes of R I , then the second f o u r , then the t h i r d f o u r , followed by 
the f i r s t four of CI2.etc. These notes are a l l pitched w i t h i n the 
octave having middle E as i t s centre. This remains the case, (except 
f o r very b r i e f moments of i m i t a t i o n ) , i n the other sections of t h i s 
type. There are several multi-phonics i n these sections which a n t i c -
i p a t e and echo a c t u a l chords played i n other s e c t i o n s . 
Because of the wedge shaped nature of the row, and i t s d e l i b e r a t e 
centering on E , these sections contain many c l u s t e r - t y p e chords. 
(U|clThese sections are l i n k e d together i n t h e i r complementary rhythmic 
as s o c i a t i o n s , (one being i n rhythmic unison, the other c o n t r a p u n t a l ) ; 
also i n the i n t e r - d e r i v a t i o n of t h e i r harmonies. 
The chords producing these harmonies are given below:-
3 C 7 — t-T-, « „• • = — 
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The cross-over p o i n t between the two sections comes a t bar Z+I, 
where s e c t i o n 23 s t a r t s w i t h extremes of r e g i s t e r between high oboe 
and low contra-bassoon. 
[5|. Very simply, t h i s s e c t i o n i s a succession of t r i a d i c a l l y - b a s e d chords 
taken from one tv/elve note harmony. The i n s t r u m e n t a l combinations 
are important i n t h e i r very s l i g h t t i m b r a l d i f f e r e n c e s , i e . even 
the d i f f e r e n c e between, f o r example, oboe I and oboe I I i s noticeable, 
The chords are made to overlap i n a s i m i l a r fashion to 'Farben', the 
t h i r d of Schoenberg's 'Five o r c h e s t r a l pieces'. 
Below i s the twelve note harmony, and the chords derived from i t . 
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The harmony i n t h i s s e c t i o n , H4, i s c l o s e l y r e l a t e d to the harmony 
i n the next s e c t i o n of the same type, HO . Both are followed by 
exa c t l y the same s e c t i o n , (since s e c t i o n HO i s the same as s e c t i o n (If] ) . 
„ The basic harmony f o r t h i s s e c t i o n i s a hexachord taken from the 
middle o f the chord on which sectionJH] i s based (see l a t e r n o t e ) . 
At the beginning t h i s hexachord i s combined w i t h i t s own i n v e r s i o n 
transposed so t h a t the outer notes are the same i n each chord:this 
provides m a t e r i a l f o r the general polyphony. Gradually there i s 
a f i l t e r i n g out of the notes i n the i n v e r s i o n chord together w i t h a 
rhythmic r e p e t i t i o n of notes from the basic hexachordj thus t h i s 
o r i g i n a l harmony i s allowed to remain i n t a c t a t the section's end. 
The hexachord w i t h i t s i n v e r s i o n i s given below:-
I i 
Hs 1 3 
This i s c l e a r l y derived from |A] , but uses f i v e accompanying i n s t r u -
ments around the cor anglais melody,instead of f o u r . The notes of 
the melody come from t r a c i n g a path through the m a t r i x , H I , four 
along and four down. The chords come from a s i m i l a r idea t o t h a t 
used i n [A] , only proceeding i n f i v e note groups not f o u r . Certain 
rhythmic and mot i v i c ideas used here can be seen t o have t h e i r 
o r i g i n s i n [ A ] . Again, multi-phonics echo chords used elsewhere. 
There i s a juxtaposing of two harmonies i n t h i s s e c t i o n . The f i r s t 
being a f a i r l y widely spread twelve note chord; the ot h e r , a smaller 
e i g h t note harmony stat e d as a repeating chord. These harmonies 
always appear together as a p a i r . 
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A gradual dynamic b u i l d up of the second chord leads to the next 
s e c t i o n . 
This i s the f i r s t of three unmetred mobile complexes, and here uses 
only one twelve note chord. The chord used has much i n common w i t h 
t h a t i n the slow chordal s e c t i o n , |D]. The reason f o r t h i s becomes 
apparent l a t e r i n the work. I t ends on a s i x note chord containing 
four pitches common t o both harmonies, (see below); The f i r s t 
hexachord i s an important harmony w i t h which the v/hole work ends. 
H8 
I 
This i s the second of the harmonic mobiles. The v/hole work divides 
roughly, i n the middle between |H] and [TJ ; so [ i ] acts as a s o r t 
of m i r r o r to JH] .. The harmony used f o r t h i s s e c t i o n i s the same 
as t h a t used f o r [5] ( i e» '» ^ d t h i s has already been shown to 
be r e l a t e d t o H8 above. Although more instruments are used i n t h i s 
mobile than i n the l a s t , i t i s s t i l l based on one twelve note chord. 
Jj] and |k] . 
These are a d i r e c t r e p e t i t i o n of Eland EI . 
With t h i s , we come to t h i r d and f i n a l version of the cor anglais 
melody (as i n E a n d [ F ] ) . There are now s i x instruments accompanying 
i t . The melody, as before, comes from t r a c i n g a path through the 
m a t r i x , H I , t h i s time going f i v e along and f i v e down. The accompanying 
chords are taken from successive hexachords around the perimeter of 
the m a t r i x . The widest span reached by the cor anglais i s used here, 
s t r e t c h i n g from low G to high B b(two octaves and a major t h i r d ) . 
The accompaniment, apart from moments of i m i t a t i o n at bars 190-193 
and at bar 206, remains i n the same octave as p r e v i o u s l y , w i t h E 
at i t s centre. As p r e v i o u s l y , motivic and rhythmic shapes from (A] 
are used, as also are multi-phonics. The cor anglais l i n e reaches 
the most expressive p o i n t i n the work. 
This f o l l o w s the same idea as i n the previous slow chordal s e c t i o n , 
(d] ; only i t uses a d i f f e r e n t twelve note chord, and so d i f f e r e n t 
smaller chords are derived from i t . These are shown below:-
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Note how c l o s e l y t h i s harmony i s r e l a t e d to H^+ and H5 above. As 
before, the bass i s slowly eliminated to leave the middle range 
chord of the f o l l o w i n g harmony. 
This i s a d i r e c t r e p e t i t i o n of s e c t i o n [ E ] . Where p r e v i o u s l y , the 
harmony of the preceeding s e c t i o n , Ekt had l e d to H5» here we have 
the harmony of [K] , H9, leading to H5. Instead of a diminuendo as 
found at the end of [ E ] s i g n i f y i n g the new s t a r t of [FJ here we have a 
crescendo followed by an expectant pause. 
The f i n a l and c l i m a c t i c version of the mobile here uses two harmonies. 
They are the previously heard H8 ( i n section [Hj), and H4» which has 
already been shown to be r e l a t e d to HS. A f t e r a long s t a t i c period 
on the f i n a l harmony, a bassoon E f i n a l l y emerges; t h i s i s the 
opening note of the f i n a l s e c t i o n . 
A d i r e c t r e p e t i t i o n occurs here of s e c t i o n [g] . The same two 
harmonies are used, H6 and H7. As before, the chord H7 i s repeated 
i n a crescendo, but here i t i s cut short by a G.P., and the work 
ends w i t h a fragment of the cor anglais melody from \I\ , here 
accompanied by the two hexachords of H8 i n reverse order. The way 
i n which t h i s fragment i s reintroduced i s infl u e n c e d by B i r t w i s t l e ' 
'Triumph of Time'. 
Version I I . 
A f t e r the f i r s t performance of t h i s work, at the Britten-Pears School, 
i t became evident t h a t something was wrong i n the mobile s e c t i o n s , 
( 00 » GJ and |Q] ) . Certain instruments were dominating i n t h e i r l i n e s , 
and one became too aware of t h e i r i n d i v i d u a l o s t i n a t i . Thus the hoped 
f o r e f f e c t of a t o t a l harmonic f i e l d or web, w i t h no i s o l a t e d events, 
was not a t t a i n e d . 
I n t h i n k i n g about how t o solve t h i s problem, i t was suggested by David 
Lumsdaine, t h a t I ' w r i t e out' the quasi-improvisatory e f f e c t I had 
wanted. That i s , each instrument could remain w i t h the same notes, 
since I d i d not wish to a l t e r the harmony, but I could r h y t h m i c a l l y 
a l t e r each r e p e t i t i o n of the previous version's o s t i n a t i and thus a r r i v e 
at an o v e r a l l n o n - s t r i c t complex. The players were s t i l l i n s t r u c t e d to 
keep to t h e i r own i n d i v i d u a l approximate tempi, and t o not t r y to ' l i n e 
up' t h e i r music w i t h other instruments. 
I t i s hoped t h a t t h i s decision has managed to cure the problems i n the • 
f i r s t v e r s i o n , as shown audibly i n the f i r s t performance. 
c a. 
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What the Wind t o l d me. 
Winter 1979- Spring 1980. 
F l u t e , oboe, cor a n g l a i s , c l a r i n e t , horn, bassoon and piano. 
W r i t t e n f o r a competition devised by the I n t e r n a t i o n a l Double Reed 
Society.(I.D.R.S.) 
The o r i g i n a l wording of the competition c a l l e d f o r a basic wind q u i n t e t 
augmented w i t h other double-reeds and piano, i f desired, and up to e i g h t 
p l a y e r s . I chose t o augment the ensemble t o include three double-reeds 
and to give each a prominent r o l e i n the piece.. 
The f i r s t idea I had was to give each of these instruments a solo 
melodic l i n e accompanied by a chordal background on the other instrum-
ents.These sections e v e n t u a l l y became MI,M2 and M3 of the f i n a l work. 
These sections would span a p i t c h range from low to high on the 
instruments i n order - bassoon, cor anglais and oboe. Five other wind 
instruments would provide the accompaniment, thus making possible the 
use of hexachordal harmonic progressions. Inbetween these melodic 
sections I thought of p u t t i n g three chordal sections Chi, Ch2 and Ch3. 
These would abound i n pauses t o allow d i f f e r i n g shades of timbre to 
appear between wind chords and held piano chords. Certain ideas of t h i s 
k i n d had occurred t o me a f t e r hearing c e r t a i n works of Boulez ( E c l a t s 
and R i t u e l s ) ; however the harmonic system I followed i n these passages 
was a new concept to me, and c e r t a i n l y very u n l i k e Boulez. 
The r i s i n g i n p i t c h and general dramatic movement i n these s i x sections 
o r i g i n a l l y suggested a kind of gradual crescendo o v e r a l l ; however I 
designed, by the a d d i t i o n of an i n t r o and an outro to a l t e r t h i s basic 
shape t o become the f o l l o w i n g : -
nfcro CH2 CM 1 OuVro tt3 CH3 
ss i f 
To a l a r g e extent, t h i s s t r u c t u r e was achieved through a t i g h t system 
of harmonic i n t e g r a t i o n and voice l e a d i n g . The idea of the i n t r o and 
outro grew i n s i z e , so t h a t e ventually the i n t r o became the longest and 
possi b l y most important movement; here, as i n an e x p o s i t i o n , various 
ideas were set up t o be r e c a l l e d and sometimes developed l a t e r i n the 
piece. The harmonic system of the i n t r o was derived from the harmonies 
i n the chordal s e c t i o n s , but remained incomplete u n t i l the end of the 
out r o , where the l a s t two harmonies occurred, f u l f i l l i n g a q u a s i - t o n i c 
f u n c t i o n . 
A l l the harmonies i n the piece are derived from one basic matrix which 
occurs unaltered i n the M sectio n s ; from t h i s we a r r i v e a t the Ch. 
matrices, and from these, the i n t r o and outro harmonies. I t t h e r e f o r e 
seems appropriate t o describe the harmonic context of the piece, as i t 
were, i n s i d e - o u t : s t a r t i n g w i t h the M se c t i o n s , then the Chs. then the 
f i r s t and l a s t s e c t i o n s . Following t h i s , I have set out what happens i n 
each s e c t i o n , as i t occurs w i t h i n the p i e c e , ( i e . i n o r d e r ) . 
The basic matrix i s based on a I2-tone row as f o l l o w s : -
-p 1-. 1 
CD 
CI C2 C3 CL C5 C6 C7 C8 C9 CIO C I I CI 2 
RI 10 0 > k 9 3 8 I I 6 5 7 I 2 
R2 8 10 2 7 I 6 9 3 5 I I 0 
R3 k 6 10 3 2 c; 0 I I I 7 8 
I I I 5 10 k 9 0 7 6 8 2 3 
R5' 5 7 I I k 10 3 6 I 
§ 
0 2 8 9 
R6 0 2 6 I \ 5 10 I 8 , 7 9 3 k 
R7 9 I I 3 8 " 2 7 10 r 5 6 0 I 9 
R8 2 k 8 I 7 0 3 10 9 I I ,5 6 2 
R9 3 9 2 8 I h I I 10 0 6 7 3 
RIO I 3 7 0 6 I I 2 9 8 10 5 I 
R I I 7 9 I 6 0 5 6 3 2 k 10 I I 7 , 
RI2 6 8 0 5 I I 7 2 I 3 9 10 6 
I I 6 5 7 I <-2 10 
Basic matrix f o r MI, M2 and M3. The melodic l i n e i s taken, as i n 
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previous pieces, by t r a v e l l i n g through the m a t r i x , four along and then 
four down. The accompanying f i v e note chords are those remaining i n 
each set of hexachords. So, f o r example, w i t h the f i r s t four notes of , 
the melody, R I , CI-4, we have the chords o f : - C I , R2-6; C2, R2-6; and 
so on; w i t h the second four melodic notes, Ckt RI-4» we have the chords 
o f : - R I , CI-3,and 5-6; R2,CI-3 and 5-6 e t c . ; f o r the next four notes, 
Rk»Ck-7» we have chords o f : - CZf,RI-3 and 5-6; C5»RI-3 and 5-6 etc. and 
so on through the matrix and back again. 
The solo instruments i n these sections were arranged so t h a t each 
instrument d i d not occur i n the previous melodic s e c t i o n ; see below:-
MI. M2. M3. 
Solo Bassoon Cor ang l a i s Oboe 
Accompanying F l u t e 
Oboe 
C l a r i n e t 
Bass-clarinet 
Horn 
F l u t e 
C l a r i n e t 
B a s s - c l a r i n e t 
Horn 
Bassoon 
F l u t e 
Cor anglais 
C l a r i n e t 
B ass-clarinet 
Horn 
The p i t c h ranges of these instruments which r i s e g r a d u a l l y are given 
below together w i t h the general p i t c h range of the sections . 
P i t c h ranges 2 i i 
Bassoon Cor anglais Oboe 
MI M2 M3 
The pitches of the associated accompanying chords also r i s e g r a d u a l l y 
to give the lowest and highest notes of the piece. (See also Chordal 
sections and i n t r o and o u t r o ) . 
Chordal s e c t i o n harmony. 
I created i n each chordal s e c t i o n one p a r t i c u l a r note which would sound 
i n hollow octaves and t h e r e f o r e assume a dominant r o l e . For each s e c t i o n , 
I chose as t h i s note, the highest note from the f o l l o w i n g M s e c t i o n . 
That i s , f o r Chi, the note was Ab , f o r ChZ, D and f o r Ch3, A. The way 
I chose to expose these notes was to manipulate the basic matrix as 
f o l l o w s : -
F i r s t l y , the top row of the matrix was r o t a t e d u n t i l the notes chosen 
above became the f i r s t note of the row ( and hence the new axis o f 
symmetry ) . This gave the f o l l o w i n g three rows:-
Ch I 8 I I 6 5 7 I 2 10 0 k 9 3 
Ch 2 2 10 0 k 9 3 8 I I 6 > 7 I 
Ch 3 9 3 8 I I 6 5 7 I 2 10 0 k 
The twelve by twelve squares were drawn up under these rows. The f i r s t 
row would normally give a square w i t h 8 as i t s axis of symmetry; what 
I then d id was t o r o t a t e each row i n the square so t h a t the diagonal,8, 
became column I ; i e . CI was a l l 8s. A s i m i l a r procedure was c a r r i e d out 
w i t h the other two rows g i v i n g the f o l l o w i n g three versions of the 
ma t r i x : -
rA L A ON VD CM I N O VD -4- rA CM 
ON o o H <\J I N o M M M o M CM l-i M as 
j - VO LA M M o M M M LA ON vD ON LA 
o M M ON VO O rA rA LA M rA 
M 
8 ON VO o -4- rA LA -4- M M (—1 O I N 
<\j ( N <\J CN- o O CM ON CM rA VO vD I 1 l-H M 
M r — i M o rA LA -d" ON vO I N O -4" O 
L N o M -dr M M M M rA M -4-H rA LA O M 
M O M O l-H LA -d- rA LA M I N H L N M O M M 
VO rvj ON -d- rA LA VO <M LA I N CN-
1—1 M rA L N O M 
CM ON •4" o 
M 
O M CM M 
OO OO OO OO CO CO 00 CO OO 00 0O CO | | 1 1 
CM 
/ rA ON 
-4- M l-H L A 
VO CM ON rA 
o o M VD M CN 
L N M M ON LA o VO 
CM y—i LA rA l-H M VO O 
M O VO O M rA M ON -d- M 
ON L N M o -u —J CM O 1—1 L A l-H M 
M CM o VO L A ON O- rA o -4" 1—1 
o M LPs M M ON rA OJ VD -d- O L N H 
O M rA O LA VO -4- M ON M M I N CM oo 
M o ON vO M o M -d- rA L N LA M CO 
M O 
J - M vD I N LA M M AJ O 00 
o ON CM rA M L N vO O M CO 
o M M M M I N o LA •4" CO 
CM 
M M -d- LA rA ON CO 
M o t-H rA <M CO o 
I N -d" ON M CO 
LA [ N CO 
J- rA -d" 
O O 
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Although row r o t a t i o n was used e a r l i e r t h i s century by Berg, among 
others, and hexachordal r o t a t i o n by St r a v i n s k y , the main i n f l u e n c e on 
me when devising t h i s procedure was David Lumsdaine's 'Hagoromo'. 
Each version of the matrix y i e l d e d twenty four hexachords, taken i n the 
order:- CI,RI-6; C2.RI-6; e t c . , up to CI2,RI-5; then CI,R?-I2; etc., 
up to CI2,R?-I2. This system not only provided me w i t h instances of 
p l a i n octaves, but also chords w i t h up t o three notes occurring i n 
octaves. I was able i n t h i s way, by c a r e f u l arranging of the pitches 
of each chord, to a r r i v e at a chordal progression e x h i b i t i n g t r i a d i c 
i m p l i c a t i o n s . The complete chart of these pi t c h e s i s given below. 
-f^rr. r 8 »» * i — ' *• - — * — i « — . i i» i 1 • 
w • „ • * • * 
*• • — i 
5 — Z 1 V- i — i »»U U b . — ^—*% ' . # > • • 
V* h i . * + *•+• + 
E—2—b«— ' 
+ • •*-
r. » . • >Jr. *v-11 • 1 I M — U U ris • # — *• — • • 
C h i . b? b? bi 
ft=r* i • • 
' b. .b. k . . • t : *• b » — . b . b . — TT. ' y b. 
•f 5 #.• ; V « b« , b# b» 
<-
. b. ft * • *•- it . , ? * + * • k. 
n r - ^ . • • - k. b / * b V — / • *. • • • 
1 — * * "* At i r 1 
! — • / k« ba "»^ b» 
7! . t b« b* " k.* • f « 1 »* r b l * t . ; c H 1 * -
1 / \ t L,* «*• A* • » bi " ^* br % r 
k a b. k. •ba ba • V, . 
r V jr. • • • • 
— 7 * * j u — ;—:— 
^ • — * 2 b» b« f U b« ! 2 
CKs. 
6 1 
I n t r o and outro harmony. 
From each of the twelve sets of chords set out i n the chordal s e c t i o n s , 
(see above), I selected one 12 note chord which o f t e n emphasised 
p a r t i c u l a r notes. These 12 note chords were used i n blocks i n the i n t r o 
and o u t r o . The l a s t two chords, completing the voice l e a d i n g and 
harmonic progression were reserved f o r the end of the outro t o act as a 
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S e c t i o n a l a n a l y s i s . 
\A], The i n t r o s t a r t s a t J= 60, with a piano grace-note f i g u r e , l e a d i n g 
to a f o r t i s s i m o 12 note chord. The i d e a here i s one which becomes 
very important i n the chordal s e c t i o n s jsj , [5] and [FJ. The g e n e r a l l y 
dramatic opening continues with dynamic envelopes of overlapping 
chords, which g r a d u a l l y subside to allow 'drones' to show through, 
( b a r s 1 8 - 2 2 ) . 
At bar 23» the f i r s t h i n t i s given of an i n t e r r u p t i n g dance movement, 
at J= 90. The i d e a for t h i s f a s t e r dance rhythm i n t e r j e c t i o n came 
from a piece of B a l i n e s e gamelan music I had heard i n London the 
previous summer. 
The drone i d e a continues with a f u r t h e r i n t e r r u p t i o n , a f t e r which 
the drone accompaniment s t a r t s to sound 'mechanical' i n i t s r e p e a t i n g 
o s t i n a t o f i g u r a t i o n s . Abruptly, at bar Ll±, a l a r g e double-octave D 
occurs on the piano: t h i s i s taken over i n l e s s e r dynamic envelopes 
by the other instrument. 
T h i s octave i d e a i s another which becomes prominent i n the chordal 
s e c t i o n s . A f t e r a G.P. a new i d e a s t a r t s . T h i s i s a f a s t e r r e peating 
chord movement, a t J = 90, i n a r e g u l a r pulse with added s f o r z a n d i ; 
an i d e a which becomes important i n the melodic s e c t i o n s j c ] , [Ej, a n d ® . 
I t i s abruptly i n t e r r u p t e d by a f o r t i s s i m o piano chord which i s 
taken over by the other instruments. On t h i s occasion they enter 
pianissimo which produces an e f f e c t of balancing timbres; again t h i s 
i s important i n the chordal s e c t i o n s . The i d e a of r e g u l a r chords 
being i n t e r r u p t e d i n t h i s way continues u n t i l bar 73 where we have 
the f i r s t f u l l dance s e c t i o n which has been t r y i n g to break through 
s i n c e bar 23. Gradually t h i s , i n t u r n , s t a r t s to sound 'mechanical' 
with i t s various motivic l i n e s becoming repeated as o s t i n a t i . T h e r e 
i s a great i n t e r r u p t i o n to these proceedings - which i s , i n f a c t , 
the opening chord of the p i e c e ; as t h i s chord dies away, a simple 
pentatonic horn c a l l i s heard which a c t s as a bridge between t h i s 
s e c t i o n and the next. T h i s c a l l i s heard again towards the end of 
the whole piece v/here i t heralds the beginning chord which i s heard 
once more as the s t a r t of the outro s e c t i o n . 
(3), The f i r s t chordal s e c t i o n , J = 60, s t a r t s with an open octave Ab . 
S e v e r a l s u r p r i s i n g harmonies unfold as t h i s s e c t i o n weaves i t s way 
between piano chords held on a pause, and dynamic i n t e r s p e r s e d chords 
from the other four instruments,(see pages 52 and 53 f ° r a harmonic 
a n a l y s i s ^ I d e a s of balancing timbres from the f i r s t s e c t i o n become 
dominant here. 
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03- The bassoon i s the f i r s t instrument to play a melodic r o l e i n t h i s 
f i r s t melodic s e c t i o n at 4 = 8 0 . Notes f o r the solo p a r t do not 
adhere a b s o l u t e l y to the sequence o u t l i n e d e a r l i e r , but deviate 
s l i g h t l y by r e p e a t i n g two or three notes to create melodic progression 
( see bars 1 3 0 - 1 ^ 0 ) . A r e g u l a r pulse chordal idea (see i n t r o ) , 
occurs at bar 1^-91 and the bass c l a r i n e t t r i l l v/ith dynamic chords, 
at bar 155» i s an idea which recurs i n l a t e r melodic s e c t i o n s ; a 
s i m i l a r episode occurs a t bar 1 7 5 . The idea at bar I 8 2-I8 * f i s 
another which recurs l a t e r . At bar 1 9 ^ we have the f i r s t s t r a i g h t -
forward repeated chord. 
Tension diminishes through t h i s s e c t i o n by dynamic r e s t r a i n t and 
more space being allowed i n t o the music; f o r example, the solo l i n e 
a t bars 2 0 2 - 2 0 6 . At the end of t h i s s e c t i o n we reach the 'P' i n the 
general dynamic shape described at the beginning of t h i s commentary. 
(E]. This i s the second chordal s e c t i o n , J = 60, and follows the p a t t e r n 
set by the f i r s t . Voice leading i s d i f f e r e n t ( see previous chart ) , 
and we f i n d f o r the f i r s t time a reference t o the i n t r o ' s dance 
movement ( see bar 2if3 ) • 
flTI. This i s the second melodic s e c t i o n , i = 8 0 , w i t h the cor anglais 
t a k i n g the solo r o l e . I t continues ideas found i n the f i r s t melodic 
s e c t i o n ; f o r example, repeated chords at bars 287» 295 and 2 9 7 ; 
r e g u l a r pulse chords at bars 2 9 9 - 3 0 1 * and t r i l l s w i t h attacked chords 
at bars 309 and 3 1 2 . The s e c t i o n 315 -317 was mentioned under 03 . 
The slow moving solo passage from bars 202-206 i s here truncated 
to a mere kz beats (bar 3 3 3-0 » and the dynamic chords which end the 
s e c t i o n act to heighten the tension. The cor anglais high leads 
s t r a i g h t to the next s e c t i o n . 
JF], The t h i r d and f i n a l chordal section begins w i t h wide spread octave 
As. As before, the various ideas l a i d down i n the previous chordal 
sections are repeated or extended; f o r example, the dance movement 
continues as an i n t e r r u p t i o n from bar 359-363» but the f i n a l 
tremolando idea has only occurred i n the i n t r o (see bar 70). The 
f i n a l high G i s t o hang, unresolved, u n t i l the end of the next 
s e c t i o n . 
^J.The t h i r d and f i n a l melodic s e c t i o n has the oboe t a k i n g the solo l i n e . 
This i s the most dynamic of the melodic sections and i s permeated 
throughout by stabbing sforzando chords. Previous ideas are again 
picked up and extended; f o r example, the t r i l l and chords a t bar 
383 ; repeated chords at bars J>9h, 399» k02, k2k and i n a d i s j o i n t e d 
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manner, at the end of bar 4^0. Regular pulse chords occur at bar 396-. 
398 and at-. 412-415. The bars 408-410 have been r e f e r r e d to p r e v i o u s l y , 
and bars 4 I 8 onwards, the long held acts as a drone idea used i n 
the i n t r o . A f i n a l t r i l l and chord reference i s made a t bars 431-433 
and at 440 the highest note of the piece i s reached i n a Varese type 
juxtaposing of two chords. 
. The outro s t a r t s w i t h the pentatonic horn c a l l from the i n t r o ; t h i s 
leads t o a pianissimo statement of the work's opening bars. Then 
s t r a i g h t away the dance movement from the i n t r o occurs, and bui l d s 
up w i t h i t s thematic o s t i n a t i , not to be i n t e r r u p t e d by the chord, 
as p r e v i o u s l y , but t h i s time t o swing the harmony onto i t s f i n a l 
r e s o l v i n g chords, w i t h the high A reached ( f i n a l l y ) i n the l a s t 
s e c t i o n , and the gradually dropping through two octaves to the 
bottom B^ of the opening. 'When t h i s note i s reached i t i s held while 
the G and E change octave p o s i t i o n s on the cor anglais and c l a r i n e t 
(bar 476-477), then the steady pulse chords of the i n t r o r e t u r n i n 
the new resolved harmony and continue t o form an overlapping 
o s t i n a t o p a t t e r n as the c l a r i n e t and bass c l a r i n e t r i s e through 
the t o t a l harmony (without the lowest B^ and highest A), to end on 
a held minor n i n t h . 
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The Poet i s E. E. Cummings. 
Summer 1980. 
Soprano,clarinet and glockenspiel. 
W r i t t e n f o r a composers' forum held i n King's College, London i n July 
1980 under the d i r e c t i o n of David Lumsdaine, Anthony G i l b e r t and 
N i c o l a Lefanu. 
Composers were i n v i t e d t o w r i t e a work f o r one of several groups of 
instruments, w i t h or without soprano, and i n t h i s work t o f o l l o w the 
scheme of repeating c e r t a i n ideas while a t the same time a l t e r i n g them 
i n some way. I saw i n t h i s an o p p o r t u n i t y t o create on a small scale 
the s o r t of tra n s f o r m a t i o n processes I had followed i n my previous 
works. Since I intended from the s t a r t t o use the soprano, the f i r s t 
problem was to f i n d a s u i t a b l e t e x t t o s e t . I s t a r t e d reading c e r t a i n 
poets I thought might provide the necessary t e x t , and found one f i n a l l y 
i n e.e.cummings,(see below). Because he was the poet I chose, I decided 
to make a pun on Boulez's t i t l e , 'e.e.cummings i s t der d i c h t e r ' ; there 
was no other reason or pretension f o r my choice of t i t l e . ( I n f a c t 
Boulez's own choice i s amusing, since i t comes from a misunderstanding 
between him and the work's commissioners, and centres on h i s unperfected 
use of the German language ) . Below i s the poem I used. 
these c h i l d r e n s i n g i n g i n stone a 
s i l e n c e of stone these 
l i t t l e c h i l d r e n wound w i t h stone 
flowers opening f o r 
ever these s i l e n t l y l i t 
t i e c h i l d r e n are p e t a l s 
t h e i r song i s a flower of 
always t h e i r flowers 
of stone are 
s i l e n t l y s i n g i n g 
a song more s i l e n t 
than s i l e n c e these always 
c h i l d r e n forever 
s i n g i n g wreathed w i t h s i n g i n g 
blossoms c h i l d r e n of 
stone w i t h blossoming 
eyes 
know i f a 
l i t t i e 
t r e e l i s t e n s 
forever to always c h i l d r e n s i n g i n g forever 
a song made 
of s i l e n t as stone s i l e n c e of 
song 
Because of the constant r e p e t i t i o n s of c e r t a i n words, t h i s poem l e n t 
i t s e l f admirably t o the s o r t of transf o r m a t i o n procedures I had envis-
aged. My f i r s t step was t o w r i t e the vocal l i n e q u i t e f r e e l y ; t h a t i s 
without a conscious reference.to a.system. Where the same word occurred 
I used the same melodic fragment. Voice leading occurred quite n a t u r a l l y . 
Having completed the f i r s t s tep, I went through t h i s vocal l i n e again 
a l t e r i n g c e r t a i n m o t i v i c r e p e t i t i o n s so as to produce an onward going 
transformation e f f e c t - see, f o r example, the various r e p e t i t i o n s of 
the words ' c h i l d r e n ' , ' s i n g i n g ' , 'song' etc. (also the rhythmic 
v a r i a t i o n used w i t h the word ' s i l e n t / s i l e n c e ' , which i s always spoken 
not sung.) 
I found t h a t the vocal l i n e , because of mot i v i c r e p e t i t i o n and the 
de l i b e r a t e emphasis on c e r t a i n p i t c h e s , produced i t s own harmonic f i e l d . 
My next step was t o b u i l d a c l a r i n e t l i n e which would enhance t h a t f i e l d . 
This l i n e was not t o be a mere accompaniment, but an equal l y important 
l i n e i n i t s own r i g h t ; so i t had to have i n d i v i d u a l harmonic i n t e g r i t y 
as w e l l as b u i l d i n g , w i t h the vocal l i n e , a complete harmonic f i e l d . 
I attempted to achieve t h i s f u s i o n i n the f o l l o w i n g way. 
I progressed along the vocal l i n e u n t i l a note occurred which was i n a 
d i f f e r e n t octave from t h a t i n which i t had p r e v i o u s l y occurred. This 
new note became the f i r s t note of a new s e c t i o n which again followed 
the above procedure. I n t h i s way i t was divided i n t o twenty-one s e c t i o n s . 
I i s o l a t e d the i n d i v i d u a l pitches used i n each of these sections and 
made them up t o the f u l l twelve note chromatic w i t h those notes missing. 
Care was taken i n p i t c h i n g these notes w i t h regard t o : - c l a r i n e t 
m o tivic r e p e t i t i o n s , voice l e a d i n g (see c h a r t ) , the c l a r i n e t range (low 
and high notes) and general small scale harmonic considerations. The 
r e s u l t , as i n several previous works o f mine, produced a se l f - c o n t a i n e d 
twelve tone harmonic f i e l d , but one from which t o n a l or t r i a d i c elements 
could be extracte d and e x p l o i t e d . 
I n the chart t h a t f o l l o w s , the f i r s t s e r i e s of notes i n each case, i s 
the vocal l i n e p itches arranged i n an ascending manner; the notes a f t e r 
the b a r - l i n e are those pitches added to make up the f u l l chromatic (and 
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The glockenspiel p a r t was added a f t e r the c l a r i n e t l i n e had been 
w r i t t e n to a r t i c u l a t e the piece r h y t h m i c a l l y and t o add t i m b r a l 
v a r i a t i o n . The glockenspiel uses only those pitches already established 
(o n l y sounding two octaves h i g h e r ) . The a c t u a l aiming p o i n t of the 
harmony i s the t w e n t i e t h s e c t i o n above; t h i s r e t u r n s at the very end 
of this work having only been hin t e d at p r e v i o u s l y (see the f i n a l j = c . 6 0 ) . 
The low E and high dominate while the f i n a l l y drops down to below 
middle C; the soprano's low D i s prominent ('stone'). 
I hoped, i n t h i s piece, to achieve two independent harmonies a c t i n g 
together a t the same time. Since the two l i n e s were intended t o sound 
separate, I f u r t h e r heightened t h i s separation by w r i t i n g independent 
rhythms f o r the two l i n e s . I n i t i a l l y t h i s presented problems. I put 
the metronome marks only at c i r c a . . . - these t o be followed only 
approximately. I n t h i s way s t r i c t counterpoint (eg. 3 against 1+ etc.) 
was avoided; however i t was necessary t o harness the two l i n e s f a i r l y 
c l o s e l y t o produce the desired combined harmonic e f f e c t . I d i d t h i s 
by a system of n o t a t i o n as f o l l o w s : - the sign ' 5 ' a t the end of a bar 
meant t h a t the two players q u i t t h e i r notes a t the same time (by means 
of a nod or whatever). I n the same way, s t r a i g h t a f t e r a bar l i n e 
players were t o come i n together. I n order t o catch each other up, or 
wait f o r one another, pauses '/SV were used l i b e r a l l y (but s t r a t i g i c a l l y ) . 
At the f i r s t performance of the piece I found the players handling these 
ideas w e l l ; however i t was obvious t h a t a f u l l score used by each player 
g r e a t l y enhanced t h e i r togetherness. 
The piece, as a whole, i s very simple, and free of r e s t r i c t i n g systems: 
i t helped t o show t h a t the s o r t of o r g a n i s a t i o n inherent i n systems 
could be produced i n t r i n s i c a l l y , ( a l b e i t on a small s c a l e ) . 
i-.O 
I n P r a i s e o f G e - N y a n . 
Au tumn a n d W i n t e r I 9 8 O - 8 I . 
F u l l symphony o r c h e s t r a 3»3*3*3''Li*3»3>»0: t i m p a n i , p i a n o , t h r e e 
p e r c u s s i o n : s t r i n g s . 
W r i t t e n f o r t h e I a n W h y t e A w a r d I 9 S I ( S c o t t i s h N a t i o n a l O r c h e s t r a ) . 
I n t h e summer o f I98O I h e a r d a r e c o r d i n g o f m u s i c f r o m a T i b e t a n 
B u d d h i s t t e m p l e . One p i e c e i n p a r t i c u l a r c a u g h t my a t t e n t i o n - I n P r a i s e 
o f G e - N y a n , w h i c h b e g a n - w i t h a f a n f a r e i n t e n d e d j o i n t l y a s a j u b i l a n t 
c a l l t o p r a i s e , a n d a s a ' n o i s e ' t o w a r d o f f e v i l s p i r i t s . The i n s t r u m e n t s 
u s e d w e r e : - v a r i o u s d rums a n d s m a l l c y m b o l s i n t h e b a c k g r o u n d , a n d 
T i b e t a n shawms a n d l o n g t r u m p e t s i n t h e f o r e g r o u n d . The shawms, w h i c h 
p l a y e d f a s t r e p e a t e d n o t e s , w e r e v e r y l o u d , n a s a l and b r a s s y ( m o r e l i k e 
a V / e s t e r n t r u m p e t t h a n an o b o e ) ; t h e l o n g t r u m p e t s w e r e s o m e t h i n g 
b e t w e e n a m e l l o w t r o m b o n e and a t u b a , a l t h o u g h t h e y had t h e f e e l i n g o f 
c o n t a i n e d p o w e r i n a way w h i c h t h e W e s t e r n i n s t r u m e n t s do n o t . 
I t h o u g h t t o use t h i s m u s i c i n a p i e c e o f my own b u t was u n s u r e how t o . 
The d y n a m i c p o w e r o f t h e T i b e t a n i n s t r u m e n t s a n d t h e.r.Ri4et i'^e ^ h i c h t h e y 
w e r e b e i n g u s e d , made i t e s s e n t i a l t o c h o o s e my o w n : 5 i u s . e : | ^ 3^^j ^ | l y . B o t h 
w o u l d be o u t o f p l a c e i n a s m a l l w o r k f o r a l imited'-^fensJe^^se^H f l s o one 
f e l t bound t o e n h a n c e t h e r e l i g i o u s s t a t e m e n t i n tHe".''.iifie>taffi "fiSLte o r 
o t h e r w i s e b e , i n a w a y , s a c r i l i g i o u s , w h e t h e r o r n o t one w a s ' " i n s y m p a t h y 
w i t h B u d d h i s m . 
W h i l e s t i l l s t r u g g l i n g w i t h t h i s i d e a , t h e I a n Why te Award I 9 8 I was 
a n n o u n c e d . T h i s was a c o m p e t i t i o n f o r a s u b s t a n t i a l p i e c e f o r f u l l 
o r c h e s t r a , t h e w i n n i n g w o r k o f w h i c h w o u l d be p e r f o r m e d by t h e S c o t t i s h 
N a t i o n a l O r c h e s t r a . 
I h a d w a n t e d f o r some t i m e , t o w r i t e a n o r c h e s t r a l p i e c e , b u t t h e r e s o u r c e s 
o f a s t u d e n t , a n d t h e l i m i t a t i o n s o f t h e p e r f o r m i n g body o f a u n i v e r s i t y 
d e p a r t m e n t h a d made s u c h a v e n t u r e i m p o s s i b l e . ( I m p o s s i b l e i f one w i s h e d 
t h e w o r k t o be p e r f o r m e d ) . H e r e was an o p p o r t u n i t y t o w r i t e s u c h a p i e c e 
w i t h t h e p o s s i b i l i t y o f a p e r f o r m a n c e , and one i n w h i c h t h e T i b e t a n 
m u s i c m i g h t be u s e d i n i t s f u l l p o w e r . 
Sections IB] and 
The work i s planned out i n seven s e c t i o n s : -
Sections [ I ] and [G] Brass fanfares based on Tibetan music w i t h 
chordal s t r i n g accompaniment. 
Melodic s e c t i o n s , wood-wind w i t h s t r i n g 
accompaniment; s t r i n g s w i t h wood-wind accompan-
iment, c o n t a i n i n g climaxes and 'jamborees'. 
Chorales; the f i r s t being short and s o f t and the 
second, c l i m a c t i c . 
This occurs, i t s e l f d i v i d e d i n t o s e c t i o n s , 
around the [DJ s e c t i o n s ; i t comprises of f r e e 
time polyphonic passages f o r the brass and 
percussion. 
A matrix was used to provide the melodic l i n e i n section [B] and [|Q; 
and a manipulation of i t was used f o r the chords i n the chorale 
sectio n s , (D] and [FJ . The o r i g i n a l row used was:-
Sections 
Section 




\ ) • , ! • 0 
From t h i s a basic matrix of row against i n v e r s i o n was cpnsta&JiSied.-
This was also used w i t h i t s a x i s of symmetry as the • f i r s t - "c$l&nn by 
a process of row r o t a t i o n , (see 'What the Wind t o l d me'). 
CI C2 C3 C4 C5 C6 C7 C8 C9 CIO CI I CI2 
RI 7 k 8 10 5 I I 0 2 3 9 I 6 
R2 10 7 I I I 8 2 3 5 6 0 k 9 
R3 6 3 7 9 10 I I I 2 8 0 5 
RJ* k I 5 7 2 8 9 I I 0 6 10 3 
R5 9 6 1 0 0 7 I 2 k I I 3 8 
R6 3 0 6 I 7 8 10 I I c 9 2 
R7 2 I I 3 5 0 6 7 9 . 1 0 k 8 I 
R8 0 9 I 3 10 5 7 8 2 r D I I 
R9 I I 8 0 2 9 3 6 7 I 5 10 
RIO 5 2 6 8 3 9 10 0 I 7 I I u 
R I I I 10 2 *t I I c 6 8 9 3 7 0 
RI2 8 5 9 I I 6 0 I 3 4 10 2 7 
71 
CI C2 C3 CZf C5 C6 C7 C8 C9 CIO CII CI2 
RI 7 8 10 5 I I 0 2 3 9 I 6 
R2 7 I I I 8 2 3 5 6 o • 9 10 
R3 7 9 k 10 I I I 2 8 0 6 3 
7 2 8 9 I I 0 6 10 3 k I 
R5 7 I 2 5 I I 3 8 9 6 10 0 
R6 7 8 10 I I 5 9 2 3 0 6 I 
R7 7 9 10 8 I 2 I I 3 0 6 
R8 7 8 2 6 I I 0 9 I 3 10 5 
R9 7 I 5 10 I I 8 0 2 9 3 6 
RIO 7 I I 5 2 6 8 3 9 10 0 I 
R I I 7 0 I 10 2 I I 5 6 8 9 3 
RI2 7 8 5 9 I I 6 0 I 3 10 2 
Below i s set out the basic ideas behind each s e c t i o n , how they are 
interconnected w i t h i n the whole s t r u c t u r e , and how they use the above 
m a t r i x , ( i f a t a l l ) . A f t e r t h i s there f o l l o w s a more d e t a i l e d analysis 
which shows linkage and development of small scale ideas, and voice 
leading throughout the whole work. 
Section QQ 
This uses the o r i g i n a l idea of Tibetan R i t e music, w i t h trumpets 
s u b s t i t u t i n g f o r shawms, and trombones f o r long-trumpets. Percussion 
( c r o t a l e s , b e l l s , cymbols and bass drum), i s added i n a way reminiscent 
of the Tibetan music. The horns, piano and timpani are an o r i g i n a l 
idea used t o d i v i d e the main stream of sound and t o contrast w i t h the 
r e p e t i t i o u s brass music. The continous ' c u r t a i n * of sound from the 
s t r i n g s came t o me a f t e r l i s t e n i n g t o Stockhausen's 'Trans' which also 
uses s t r i n g s as a continous back-curtain. These s t r i n g . ;chords are 
derived, both i n p i t c h and d u r a t i o n values, from s t r i c t s e r i a l procedures. 
Since I wanted a continous web of the t o t a l chromatic, I div i d e d the 
s t r i n g s i n t o twelve. Then, since I wanted t h i s web to be continously 
wide i n range, I d i v i d e d the t o t a l span o f the s t r i n g s (from low 
double-bass to high v i o l i n ) i n t o s i x areas, thus:-







I next wrote a twelve note chord which contained two notes i n each of 
the above d i v i s i o n s . 
This was the f i r s t chord i n a set of s i x . I a r r i v e d at the other chords 
i n t h i s set by co n s t r u c t i n g a chart of octave p o s i t i o n s derived by 
r o t a t i n g the p o s i t i o n s i n the f i r s t chord. See chord I below, and i t s 
corresponding octave p o s i t i o n c h a r t , I , below t h a t . To produce the next 
chord, the lower note i n each p a i r was moved one p o s i t i o n higher on 
the d i v i s i o n scale above; the upper note i n each p a i r was moved two 
p o s i t i o n s higher. The p o s i t i o n i n g i s c y c l i c , so t h a t when a note 
' r i s e s out o f the top of p o s i t i o n I , i t enters the bottom of p o s i t i o n 
6, and so on. 
For example, take the F and i n p o s i t i o n 4» i n the f i r s t chord: i n 
the next chord,F, the lower of the p a i r , r i s e s to p o s i t i o n 3; C# the 
upper note, r i s e s t o p o s i t i o n 2 (see chord 2 below). 
A set of s i x d i f f e r e n t chords was produced t h i s way; i t i s played four 
times. 
Chord c h a r t . 
P o s i t i o n s 
I . 
Chords I . 2.. 3.' 
t4-
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Octave p o s i t i o n chart. 
I . 2. 
r 
Octave 
p o s i t i o n s 
5. 6. (7=1) etc, 
I 5 3 I 3 1 I -I 
A b I 6 3 2 I I 
D 2 6 2 6 4 « 2 
F* 2 I 6 5 3 1 2 
C 3 I -/ 3 I 5 1 3 
G 3 2 I 6 5 1 3 
C* 4 2 6 4 2 6 1 4 
F 4 3 2 I 6 5 1 4 
B 5 3 I c >" 3 I 1 5 
A 5 4 3 2 I 6 1 5 
B* 6 4 2 6 4 2 1 6 
E 6 5 4 3 2 I 1 6-
et c . 
Duration values of these chords were worked out as f o l l o w s . I decided 
t o have 21 bars of time sign a t u r e , p r o v i d i n g 84 beats. As w i t h 
the p i t c h e s , I wanted 12 d i f f e r e n t p a t t e r n s . D i v i d i n g t h i s out meant 
t h a t each p a t t e r n would l a s t f o r 7 beats (12x7=84). I then divided 
the seven beats i n t o 12 sets of combinational values ( i e . values th a t 
when added together produced seven beats). This l i s t of 12 sets i s 
w r i t t e n below:-
I 4f • - 2? 
2 4* • - 2£ 
3 31 • - 34 
4 3 -- 4 
5 2j • - 4 f 
6 2* -- 4 i • • 
7 4* -- ' 2* • • 
8 k± -- 2| 
9 4 -- 3 
10 3s -- 31 
I I 2* -- 4* 
12 2| -- 4f 
The next stage was t o a l l o t each set to one of the twelve s t r i n g 
d i v i s i o n s ; i e . no.I to the highest v i o l i n , no.2 to the next highest, 
down to no.12 f o r the double-bass. A f t e r each s t r i n g d i v i s i o n has played 
i t s d u r a t i o n s e t , i t moves to the next one down. Thus each s t r i n g d i v i s i o n 
plays each of the twelve d u r a t i o n sets i n the complete 84 beats. The sets 
are c y c l i c , set 12 dropping next to set I , and so on. 
For an example see the f i r s t four pitches of the lower double-bass p a r t : -
E, 2 f beats + Ab , 4 f beats; F^ , 4 f beats + 6, 2f- beats. 
There i s , at bars 17 and 18, a r e s t f o r a l l instruments except the s t r i n g s , 
thus a l l o w i n g t h e i r background web of sound t o show through; t h i s idea 
also occurs i n the Tibetan R i t e music, where gaps of q u i e t chanting occur. 
This whole s e c t i o n i s repeated w i t h c e r t a i n a d d i t i o n s and important 
harmonic a l t e r a t i o n s , as the work's l a s t s e c t i o n , [G] . 
Section f p 
This s e c t i o n i s e s s e n t i a l l y a vehicle f o r wood-wind melody. A melodic 
l i n e , shared between the two c l a r i n e t s , was taken from the basic matrix 
(see e a r l i e r ) by simply f o l l o w i n g i t s perimeter:- R I , CI2, RI2 i n reverse, 
and CI i n reverse. S e r i a l l y t h i s i s :- o r i g i n a l row on prime note, 
i n v e r s i o n on l a s t note of o r i g i n a l row, retrograde of o r i g i n a l row 
s t a r t i n g on the prime note, and retrograde i n v e r s i o n of the row on the 
l a s t note of i t s i n v e r s i o n . The c l a r i n e t l i n e i s doubled at the unison 
and / or various octave displacements, by other wood-winds, and the x y l o -
phone. Long s t r i n g chords appear as accompaniment being derived from three 
or four notes of the melody, together w i t h added octaves. Certain pitches 
were emphasised s i n g l y , i n f a s t repeated p a t t e r n s , and i n tremolos. 
S t r i n g g l i s s a n d i are also prominent. There i s a climax, bars 75-78, 
followed by a 'jamboree' f o r piano, xylophone, timpani and percussion. 
This i s derived from the same set of rows as the c l a r i n e t l i n e described 
above. A f t e r the jamboree there i s a passage of solo s t r i n g s p l a y i n g the 
chords they have played h i t h e r t o i n t h i s s e c t i o n i n reverse order fThe 
s e c t i o n ends w i t h the completion of the c l a r i n e t l i n e delayed from e a r l i e r . 
Section (Cj 
For brass and percussion. This s e c t i o n i s s p l i t i n t o f i v e passages which 
surround the f i r s t q u i e t chorales, lDi| and j D i i l „ They occur i n the 
r-
f o l l o w i n g order:-
1. F a i r l y long and loud; ending on a sustained chord. 
2. Short, staccato and q u i e t ; ending on a r e s t . 
[51) - F i r s t chorale e n t r y . 
3 . F a i r l y long and loud; ending on a r e s t . 
k. Short and q u i e t , crescendoing t o loud. 
i D i i f - Longer chorale e n t r y . 
5. Longest brass passage. Begins w i t h trombone g l i s s a n d i and repeated 
trumpet notes; suddenly i t becomes q u i e t w i t h a long held chord. Then 
there i s a short burst of crescendo, from p to f , w i t h an almost 
imperceptible s t r i n g chord i n the background. 
The f i v e passages are each based on a s i n g l e twelve note harmony. These 
were chosen by considering voice l e a d i n g , and important pitches f o r 
the various instruments. For example, the low trombone B^  of I , occurs 
again i n \a\ and [G] . The low E of 2 shows up the t r i t o n e B^ -E also 
o c c u r r i n g i n [K\ and [G] . The B^ t r a v e l s from i t s lowest p o s i t i o n i n 
I , t o i t s highest i n 5. The trumpet G i n I i s important throughout the 
work, being the prime note of the o r i g i n a l row and the axis of symmetry 
i n the m a t r i x . 
The f i v e harmonies are set out below:-





3 3 5 • 3 3 
Note prominence of Z+ths and 5ths, e s p e c i a l l y between and . 
The p a i r s of notes bracketed are glissando s l i d e s on the trombones. 
Section fp) ( i and i i ) . 
The f i r s t chorale, which i s s p l i t i n t o two sections by the i n t e r r u p t i o n 
of brass from s e c t i o n [SJ , comprises a series of chords derived from 
the r o t a t e d version of the matrix (see e a r l i e r ) . The chords are 
i-ir 
,'VJ 
obtained as hexachords i n the f o l l o w i n g manner:- chord I i s CI, RI-6, 
i n t h i s case s i x occurrences of the note G; chord 2 i s C2, RI-6 and 
so on; chord 13 i s CI, R7-I2 (again s i x Gs) and so on up to chord 24 
which i s CI2, RI-6. The cycle i s completed by coming f u l l c i r c l e t o 
the s i x Gs of chord I . Thus we have 25 hexachords, each of which may 
contain two or more occurrences of the same note,(chord 3, f o r example, 
has two A^s). This gives emphasis to c e r t a i n notes ( G , e t c ) , and i n 
other cases i s used t o t h i n the t e x t u r e . 
The f i r s t eight chords are used i n D i , and numbers 9 to 25 i n D i i . 
The p i t c h p o s i t i o n s of the various notes i n these chords was a r r i v e d 
at i n the f o l l o w i n g way:-
I d i v i d e d the chords i n t o f i v e s e r i e s of f i v e chords, as below:-
1,2,3,4,5 : 6,7,8,9,10 : 11,12,13,14,15 : 16,17,18,19,20 : Zl.ZZ^^k^. 
I then di v i d e d the t o t a l range of the instruments i n t o f i v e octaves:-
5 
1. 
Next, I devised a chart which a l l o c a t e d one of the f i v e octave p o s i t i o n s 
to each note of the t o t a l chromatic i n each of the twenty f i v e chords. 
I n mailing t h i s c h a r t , I s t a r t e d l i s t i n g the chromatic on C, which, 
because of i t s i n i t i a l p o s i t i o n i n the r o t a t i o n process, d i s s o c i a t e s 
i t s e l f from the r o t a t i n g procedures of the other notes. Secondly, 
although the f u l l chromatic i s l i s t e d , the chords we are dealing w i t h 
are at most hexachords, and sometimes contain even fewer pitches (chord 
I f o r example, i s the s i n g l e note G). Therefore i t seems as though 
much of the chart i s redundant:however i t was necessary t o make a 
complete chart i n order to p o s i t i o n those notes which are used. 
Eeginning w i t h C, I numbered the p i t c h p o s i t i o n s f o r the twenty f i v e 
chords simply, as f o l l o w s : -
C 1,2,3,4,5 : 1,2,3,4,5 : 1,2,3,4,5 etc. 
there a f t e r r o t a t i n g the s e t s , 
C# 1,2,3,4,5 : 2,3,4,5,1 : 3,4,5,1,2 etc. 
D 2,3,4,5,1 : 3,4,5,1,2 : 4,5,1,2,3 etc. 
Continuing i n t h i s fashion, we f i n a l l y achieve the f o l l o w i n g c h a r t : -
LA 
f\l LA -d" LA M OJ fA -d- LA M OJ rA -d-
-d" 
OJ -d- HA -d- LA M OJ rA -d- LA HH OJ rA 
rA 
OJ rA OJ IA -d" LA M OJ rA -d" LA M OJ 
<\) 
OJ OJ M OJ rA -d- LA HH OJ rA -d- LA M 
1-1 









xi M -d- OJ rA -d" LA HH OJ rA -d- LA M OJ o 
LA OO 
f\J M fA M OJ rA -d- LA HH OJ rA -d- LA HH 
rH l>-
CO M OJ LA M OJ rA -d- LA HH OJ iA -d- LA 
C •H VD 
M M <t- LA 1—i OJ rA - d - LA M OJ rA -d-o •H 
- P ITS cS M LA OJ rA -d- LA M OJ rA -d- LA M OJ E • O 10 
u in 
X Q) H •4- M OJ rA -d- LA 1—1 OJ rA -d- LA H 
o X> 
iH fA 
CO H LA l-H OJ rA -d- LA HH OJ tA -d- LA 
- P o +-> T3 OJ 
M OJ -d" LA HH OJ rA -d" LA M OJ fA -d-*H o o Xi o 1—i 
M 1—1 fA -d" LA M OJ f-A -d- LA M OJ fA 
CO 
o O 




-d- LA 1—1 OJ rA -d- LA HH OJ rA -d- LA 
0) > OD rA -d" LA l-H OJ rA —1_ 
—J 
LA M OJ rA -d-
-p o o C*- OJ rA -d" LA M OJ rA -d- LA M OJ rA 
o 
-p 




LA LA LA M OJ rA -d- LA t—i OJ rA -d- LA 
—I. -d" LA M OJ rA - J " LA l-l OJ IA •d-
»A rA rA •d- LA M OJ rA -d- LA M OJ 
OJ OJ OJ rA -d- LA i-i OJ rA -d- LA HH OJ 
M M M OJ rA —*--•J LA M OJ rA -d- LA hH 
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This produces t w e n t y - f i v e chords which look as f o l l o w s : -
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The f i r s t occurrences of the chorale, (D±| and jP i i L as discussed above, 
are separated by the very d i f f e r e n t music of the free-time brass 
s e c t i o n s , (c] . When the chorale reappears, as [ F ] , i t i s f o r f u l l o r c hestra, 
and i n t e g r a t e s the brass to gradually prepare the l i s t e n e r f o r the 
r e c a p i t u l a t i o n of the f i r s t s e c t i o n [A] w i t h i t s dominant repeated 
brass notes. 
Section [E] 
This whole s e c t i o n i s very s i m i l a r to the e a r l i e r s e c t i o n [B] . The r o l e s 
are reversed, w i t h the melodic l i n e being taken by the div i d e d v i o l a s , 
and the accompanying chords played on the wood-wind. The source f o r 
the melodic m a t e r i a l i s the same as i n [5] , t h a t i s , the perimeter 
of the basic m a t r i x . Octave p o s i t i o n i n g of notes and rhythm are d i f f e r e n t , 
so an exact p a r a l l e l i s not a u r a l l y obvious; although there are many 
s i m i l a r i t i e s : - emphasis of c e r t a i n notes, repeated notes, tremolos on 
the t r i t o n e A/E^ ,etc. The climax, bars I90-194i and the f o l l o w i n g 
jamboree are the same. The f o l l o w i n g passage f o r 12 wood-wind (as 
prev i o u s l y f o r the 12 solo s t r i n g s ) i s dynamically much more a r t i c u l a t e d , 
and leads t o a passage w i t h the i n i t i a l s t r i n g chord of [B] being held 
under fragments of past passages. 
Section [F] 
This s e c t i o n i s an 'exploded 1 version of the e a r l i e r chorales [DI] and 
iDi i l . The chords used are based on those used p r e v i o u s l y i n these 
sect i o n s ; however the pitches w i t h i n each chord have been rearranged 
and upper and lower.octaves added. The p i t c h rearranging was organised 
to f o l l o w voice l e a d i n g . As previously the note G i s important, but 
the chorale moves gradually towards the f i r s t chord of s e c t i o n [5] , 
w i t h i t s low E i n the bass and E* i n high s t r i n g s . Throughout the 
se c t i o n the brass become.' more i n s i s t e n t i n t h e i r repeated notes, 
preparing f o r the trumpets i n [G] . Percussion also becomes more h e c t i c 
preparing f o r i t s outbursts i n [G] . 
Bars 242-2^ -6 have been added as a reference t o the climaxes i n sections 
[B! and [E] . Their repeated octave Es, and a shortened'jamboree reoccur; 
but then the octave Es b r i n g us back to the chorale. Below i s a chart 
of the chords used. 
2. 3. If- 8. 
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Section[g] 
S t r i n g s and brass s t a r t here as i n s e c t i o n [A] , although there are 
di f f e r e n c e s i n the piano and percussion p a r t s , w i t h toni-toms and 
glockenspiel added. A f t e r a^much shorter break, a l l o w i n g the s t r i n g s 
to show through (bar 283)> the brass s h i f t up a f o u r t h . I n f a c t , the 
same i n t e r v a l s are used as p r e v i o u s l y : - t r i t o n e , semi-tone, and outer 
f i f t h ; but here they are rearranged as :- f o u r t h , serai-tone, and outer 
t r i t o n e . The e f f e c t i s s i m i l a r t o c l a s s i c a l music s h i f t i n g back i n t o 
the t o n i c a t the end of the r e c a p i t u l a t i o n . The note B'7 moves up three 
octaves, and percussion a c t i v i t y increases f o r the work's ending. 
D e t a i l s of each s e c t i o n . 
Section PH 
The most important notes i n t h i s s e c t i o n , are the trombone and E, 
and the trumpet F. The B^ was i n i t i a l l y chosen as a t y p i c a l , s t r o n g 
bass note f o r the trombone. The bass t r i t o n e comes from the Tibetan 
o r i g i n a l . . . The trumpet F strengthens the f e e l i n g of a B^ t o n a l i t y ; 
-although t h i s i s never es t a b l i s h e d , and the t o t a l chromaticism o f the 
s t r i n g s tends to negate any f e e l i n g of t o n a l i t y . 
Section fs| 
The use of the basic matrix enables the note G (a x i s of symmetry) t o 
act as a c r u c i a l note and a p i v o t . The opening octave Gs enhance t h i s . 
The s t r i n g chord at bar 26 i s important. I t i s composed of the f i r s t 
f our notes of the o r i g i n a l row, w i t h octave doublings. I t r e t u r n s 
throughout the work. The t r i t o n e E*V A i s emphasised at bars 34-38. 
The , bar 39» which i s the I l t h note of the row, s t a r t s a new 
harmonic phrase. 
The f i r s t l a r g e octave span occurs at bar 43; here i t as an E^ 7 . This 
r e c a l l s the E^ / A tremolo and also acts as a leading note to the l a t e r 
E octaves. Bars 46-50 show a major 7th tremolo Bfc / B^ over a q u i e t 
E which reveals a C t r i a d . C i s picked •  up again at bar 59 as the t h i r d 
l ong held note. These three held notes, G, and C form the i n t e r v a l s : -
f o u r t h , semi-tone, t r i t o n e , which are the i n t e r v a l s used by the brass 
i n [T| and [G]. A new staccato idea occurs at bar 60 before a la r g e 
b u i l t up tremolo between E^ , A and D ( f o u r t h , s e m i - t o n e , t r i t o n e ) 
resolve onto a f a s t repeated octave E. The short ianboree leads to the 
0 i 
solo s t r i n g chords which, being a m i r r o r of the previous s t r i n g chords, 
begin on octave E. 
Before they f i n i s h , the c l a r i n e t s again appear q u i e t l y on E, although 
t h i s time they do not r e s o l v e . t r i a d i c a l l y . 
Section [c] 
Most of the p o i n t s concerning pitches and harmony i n t h i s s e c t i o n 
have been covered p r e v i o u s l y . The harmony of the f i r s t held chord (page 
I I of the s c o r e , f i r s t system) emphasises the B^ , A and E i n the 
trombone i n s e c t i o n [G] , although the upper harmony i s less s t r a i g h t -
forward. 
Other c r u c i a l p i t c h e s , i n harmonic progressions, can be e a s i l y seen 
on the chord chart above. 
Section fpl ( i and i i ) 
Important notes here are the obvious unison Gs (bars 97» 115 and 132), 
the low E of bar 99, and the f i f t h E^  / A^  at bar 106. The E^  moves 
up to become the highest note i n the f o l l o w i n g brass s e c t i o n : then i t 
moves down to become the bass note of the f i r s t chord of l D i i | . A and E^  
are emphasised, r e c a l l i n g the e a r l i e r occurrence of t h i s t r i t o n e . 
Section [E] 
This contains many of the p i t c h r e l a t i o n s h i p s heard i n [B] . I t opens 
on octave Gs, without the p r e v i o u s l y accompanying s t r i n g chord; then 
the f i r s t l a r g e octave span occurs on F, (where i n [1] i t was on E^  ). 
A s i m i l a r t r i t o n a l tremolo occurs between E^  / A as p r e v i o u s l y . The 
held D*7 (here C** ) i s played (bar 13k) > although here a repeated 
octave A*' i s set up to be played i n bar 159 instead of the previous E^ . 
The second tremolo of a major 7th i s not as marked as i n [B] and here 
uses the notes / D w i t h B^ emerging. This B^  at bar 166 i s repeated 
q u i c k l y , as i t i s by the trumpets i n [G] ; the v i o l a s t i l l presents the 
qu i e t E ending, w i t h the C t r i a d as before. Octave Gs are once more 
s t a t e d , although more dynamically than before (compare bars 52 and 168-
170). 
There i s no t h i r d , held note before the 'poco p i u mosso' passage as 
there was i n |B] . The held notes there, G, D b and C w i t h i t s f i r s t 
octave span of E^ s i s here balanced by held notes G, (=D b ) , and 
an early octave span of Fs. I n [BJ the Z^s r i c e , as leading note to the 
octave Ss; i n (E], the Fs drop to E. 
The tremolo E^ , A, and D, the octave Es and the jamboree are a l l as 
i n (BJ . The solo wood-wind chords balance the solo s t r i n g chords i n 
[B] , but here the B bs i n bars 208/9 echo those of bars I64-I66; and 
the chords end on a decisive octave G under which the v i o l a E occurs, 
leading us to expect the throw away played by c l a r i n e t i n bar 94; 
instead we are l e d to the s t r i n g chord h i t h e r t o missing from t h i s 
s e c t i o n . This acts to balance the two sections [Bj and [EJ ; a balance 
which i s enhanced and completed by the fragmentary references to 
previous m a t e r i a l which occurs on page 26 of the score. This passage 
ends w i t h the delayed throw away on v i o l a . 
Section [J] 
The unison G which begins t h i s c l i m a c t i c chorale reminds us of the 
opening of sections [B] and [Ej ; however here i t i s q u i c k l y taken over 
by the statement of the chorale by f u l l orchestra w i t h percussion. 
The u l t i m a t e goal of voice leading i n t h i s s e c t i o n i s to a r r i v e at the 
tronboneB b and trumpet F at the s t a r t of s e c t i o n {GQ . C r u c i a l notes 
i n c l u d e : - G, bar 226 , the Ds of 227-229 a c t i n g as f l a t t e n e d l e a d i n g 
notes to the E of 230, both chords r e t a i n i n g the upper octave A^ and 
inner B^ . E^ i s prominent again i n the chords at bar 234 /5. The low 
D then leads v i a the E^s i n the tremolo s e c t i o n to the octave Es, bars 
242/3. The E i s picked up again at bar 246, and leads v i a the upper 
and to unison G at bar 2 5 1 . Low B^  i s emphasised i n bar 2 5 6 , and 
at 257 the forthcoming E^ / E t r i t o n e i s heard on the timpani. 
Gradually the bass notes drop to F^ , then F^ ; the upper voices r i s e 
to B^. The l a s t three chords of t h i s s e c t i o n (numbers 2 2 , 23 and 24 on 
the chart) act as a k i n d of harmonic progression i n B*7 as f o l l o w s ; 
t o n i c second i n v e r s i o n , t o n i c r o o t , dominant. From bar 274» the trombone 
F (dominant) drops t o low B b; the double bass F drops to E; the trumpet 
high F drops an octave and low F** drops a semi-tone to F. 
Other notes remaining s t a t i c through p a r t of t h i s chordal movement, or 
forming s t a t i c i n t e r v a l s , can best be seen by c o n s u l t i n g the chord 
chart above. 
Section [G] 
As mentioned above, harmonies here are much as i n [A] . The notes B^ , 
E and F, having gone through many usages and r e l a t i o n s h i p s now r e t u r n 
i n t h e i r o r i g i n a l ' t o n i c 1 f u n c t i o n . However the change of harmony at 
bar 283, s t r e s s i n g the notes E, A and B^ , shows the ambiguity of t h i s 
' t o n i c 1 f e e l i n g . The E, which has been ever present and important 
throughout the work, ( i n the octave Es e t c . ) , i s now a c t i n g as the bass 
to the work's c r u c i a l p i t c h r e l a t i o n s h i p s . The trumpet F, of (A] , has 
r i s e n to the t o n i c , ; and the note A has taken over the r o l e of E 
i n the f i r s t s e c t i o n ( i e . the upper of the two trombone n o t e s ) . 
As w i t h s e veral previous works, t h i s piece i s concerned w i t h i n i t i a l 
juxtaposing and l a t e r amalgamating of d i f f e r e n t m a t e r i a l s . I n t h i s 
piece, the two types are heard i n c o n f l i c t r i g h t from the s t a r t i e . the 
dynamic brass fanfare and the slow moving chordal accompaniment. The 
development and more extreme c o n t r a s t i n g of these i s c a r r i e d out i n 
the c e n t r a l free time brass s e c t i o n and the two chorales [Di] and |Dii|. 
The culmination and j o i n i n g of the two comes i n the l a s t chorale,. 
[f\ , before the work's f i n a l r e s o l u t i o n i n [G] . I t was necessary to 
separate the three stages of t h i s process w i t h a d i f f e r e n t k i n d of 
music - the two melodic sec t i o n s ; although, as has been seen, by 
i n c l u s i o n and developing of s i m i l a r passages, these two sections become 
par t of the one continous whole. 
The Poet is E. E. Cummings 
- b y -
David Morris 
4 lr\rse. c h i i c V e n Mnryivj m stone <*. 
Silence o f s\or\i ihe.se. 
I t i t le c k i U r e n u»our\<L u><\\\ stone 
| l o w e r s openmo (x tor 
t i e rWildVen petxU 
i'i\enr i o n t j is a ( l o u d e r 
a.lu»cujs I inei\r fIc 
louder 
louvers 
of J one o.ve 
a. ^0f j^ wosre MIC*^  
Silence "iW'if alujcujt, 
M t l c 
o^v«V4v io aivoca^ s chiUypA Sivwyv\<j 
of Silt J stone silevue o£ 
oveveir 
T h i e piece ha a been w r i t t e n i n R i c h a way t h a t i n d i v i d u a l 
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F A U S T : 
MAR£A«ET: 
F A U S T : 
fAVST : 
M A S 5 A R E T •  
tAA W A f t E T : 
A Dialogue from Faustus. 
PR.ODM&E M E , HElv/RY ! 
WHAT I CAN \ 
HOW I S T W\TH T H Y RELIGION - , PRflY ? 
T H O U A R T A P £ A « , £<30> - HEA*Te3> MAN", 
A«^> Y E T , I THIWV, "J>OST NiOT ItJCUhTB THAT W/*Y. 
L E A V E T H A T , M Y CHILp'. T H O U K W O W ^ S T M Y L o V E IS T6i>/J>eft; 
FOft L O V E , M V &LO©> L I F 6 WOUL^ I i u f t R E i ^ f c * , 
AN^ A& FOR FAITH * CHUftCH , I £&AtJT To EACH MVS OWK/. 
T H A T ^ S (JOT ENOUSH : W E M U S T B E L I E V E T H E R E O F . 
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